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Resumé på dansk 
 
Udgangspunktet for dette speciale er at undersøge hvilke potentialer, der 
ligger i street art som et kommunikativt medie. Målet med specialet er derfor at 
undersøge, hvordan street art er i stand til at skabe oplevelser i byrummet, og 
hvordan street art oplevelser kan bruges i planlagt kommunikation. Vi 
bevæger os dermed ind i et relativt nyt kommunikationsfelt, som kaldes 
oplevelseskommunikation. I det samfund vi lever i i dag – og som vi i specialet 
betegner som værende postmoderne – er oplevelser blevet en eftertragtet 
vare. Mennesker både efterspørger og bruger i højere og højere grad 
oplevelser som en del af deres livsstil. Det postmoderne danner derfor en 
ramme for specialet, da det udgør den virkelighed, som vi tænker mulige 
kommunikationsindsatser ind i.  
 
Vi har valgt at analysere værkerne af tre amerikanske street art kunstnere for 
derved at kunne drage konklusioner om, hvilke kommunikative egenskaber 
street art kan siges at besidde. Men for at være i stand til at begive os ud i street 
artens mange facetter og foretage en kvalificeret analyse af dens 
kommunikative virkemidler, har vi lavet empiriske undersøgelser af, hvad 
street art er, og hvad der karakteriserer mediet. Gennem denne undersøgelse 
giver vi således en introduktion til, hvordan street art kan defineres, hvad 
motiverne bag udtrykket er, samt hvilke forskellige udtryksformer mediet 
indeholder.  
 
For at kunne begive os ud i en analyse af hvordan de forskellige værker skaber 
oplevelser, præsenterer vi først vores teoretiske fundament for analysen: 
Oplevelsen som kommunikation. Her skitserer vi, hvordan oplevelsen kan siges 
at kommunikere og kommer ind på problematikken omkring, hvordan en 
oplevelse kan videregive en intenderet mening til modtagerne af 
kommunikationen og derved skabe en meningsfuld oplevelse. Vi har derfor 
sammensat et oplevelsesdesign bestående af flere forskellige 
oplevelseselementer, hvorved kommunikatører kan designe en oplevelse, som 
engagerer modtagerne i det kommunikerede.  
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Analysen består af fire forskellige hoveddele.  
I den første del griber vi værkerne an fra en lingvistisk vinkel og fokuserer på 
værkernes kommunikative egenskaber – hvordan de er i stand til at danne 
mening, og hvordan de taler med deres eget sprog. Vi har i den forbindelse 
fundet ud af, at værkerne skaber nye meninger og giver anledning til nye 
definitioner, når værkerne spiller sammen med byen.  
 
I anden del af analysen benytter vi os af vores oplevelsesdesign til at finde ud 
af, hvordan værkerne er i stand til at engagere beskuerne gennem de 
forskellige oplevelseselementer. Det leder os hen til at svare på første del af 
vores problemformulering om, hvordan street art er i stand til at skabe 
oplevelser. Vi kan dermed udlede, at street art i høj grad skaber oplevelser via 
det sceneri og de omgivelser, det befinder sig i: Byen. Derudover kan vi 
udlede, at street art altid vil skabe oplevelser og engagere beskueren gennem 
den uforudsigelighed og det overraskelsesmoment, der ligger i mødet med 
værket.   
 
I tredje del af analysen bruger vi vores opnåede resultater og de kriterier, som 
vi mener, der skal opfyldes, for at der kan være tale om en street art oplevelse, 
til at undersøge, hvordan mediet kan bruges i planlagt kommunikation. Vi har i 
den forbindelse fundet ud af, at der er både muligheder og begrænsninger for 
mediet, når der skal tages højde for formål, målgruppe og indhold af det 
kommunikerede.  
 
I sidste del af analysen præsenterer vi en case, hvori vi eksemplificerer, 
hvordan street art oplevelsen kan bruges som planlagt kommunikation i en 
kampagne for trafiksikkerhed. Vi planlægger kommunikationsindsatsen ud fra 
vores egne resultater og kriterier som et eksempel på, hvordan street art 
mediet kan blive til et medie for planlagt kommunikation.  
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1 // Introduction  
The urban landscape of today is filled to the brim with visual expressions that 
are all trying to communicate in one way or another: do this, do that, walk this 
way, buy this product. However, in the midst of these many communicative 
expressions, we have recently seen a more subtle, yet, colourful and 
imaginative expression that gives away little experiences when encountering it: 
street art. This relatively new way of communicating and expressing oneself in 
urban space is difficult to characterise and label as it is both illegal and 
autonomous, and therefore not subjected to any rules or criteria as such. In that 
sense, the street art expression is comprised by an endless array of visual 
interventions in the urban space, which can be anything from beautiful posters 
and giant murals to tiny stickers and colourful installations.      
 
The emergence of the street art expression falls in line with the spirit of the 
times, the zeitgeist of today. Before, people thought more of themselves as 
unified in a larger mass, whereas today, personal identity has become the 
paramount focus of each single individual. In other words, we now seek 
meaning and experiences that have significance to us as individuals, just as our 
actions are determined by our individual life project. In this respect, we see 
street art as an expression that is marked by this individuality – it can be seen 
as an individual statement in the city space, as a way of ascribing meaning to a 
specific place or as an outburst that gives away individual experiences to the 
perceivers of it. 
  
We thus see a potential in street art as a communicative expression, as we 
believe that street art speaks to people in a way that accommodates their 
demands for personal experiences. In other words, we see street art as a media 
that in itself communicates experiences. However, we also see it as a media that 
has the potential to communicate through this experience. Therefore, we find 
that we are not only dealing with a gaudy urban expression, but a new media 
with the potential of reaching people in a new way through its experiential 
value. It is thus the aim of this thesis to combine the street art experience with 
the field of communication and see what comes out in the end, with the intention 
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of formulation new means for strategic communication that fits the demands of 
communication users today.  
 
1.1 Problem Definition 
Our problem field covers two major themes, namely those of street art and 
planned experience communication. The link between the two is perhaps not 
immediate apparent, however, the logic in their combination must be found in 
our abductive investigation process1. We initiated this thesis with an 
investigation of street art as a communicative media. In the process of this 
investigation, we realised that it is not the messages or the visual expressions 
that characterise street art from a communicative point of view, but rather the 
experiences it creates in urban space. Embracing this new knowledge, we 
hypothesised that street art has the potential to inspire to new means of planned 
communication - communication through the type of experiences that we find 
street art is able to create. It is thus this potential we seek to investigate in this 
thesis.   
 
The thesis has in that sense one primary objective: to investigate new means of 
planned communication inspired by the street art media. The investigation thus 
entails an analysis of street art as a communicative expression, as well as a 
further examination of how this media can be used strategically for 
communicative purposes. However, in order to achieve this, we will first have to 
investigate the communicative qualities of street art and establish wherein the 
‘street art experience’ lies. Secondly, we will use the results of this investigation 
to formulate how it is possible to strategically plan and design experiential 
communication with the use of the street art media. 
 
This leads us to ask the following cardinal question:  
 How does street art create experiences in urban space and how can 
these ‘street art experiences’ be used in planned communication? 
 
                                                 
1 Our investigation process will be elaborated upon in chapter 2. 
 9
As it is reflected in our cardinal question, our problem field is divided into two 
stages where the first part is necessary in order to answer the second one. The 
first part of our cardinal question entails an investigation of the process of how 
experiences are created in urban space. This involves a close analysis of 
chosen street art woks, exploring how the works are able to create experiences 
for the ones who encounter and perceive them. The second part of our cardinal 
question entails an investigation of how experiences can be planned 
strategically for communicative purposes. This involves that we from our 
analysis of street art extract and use our results to specify what conditions 
communication planners need to take into consideration, when dealing with 
street art in planned communication – who is its possible target audience, what 
are its possible purposes and messages and what limitations and possibilities 
does the media hold as a communicative media? This will ultimately leave us 
with a framework for how to plan communicative experiences by the use of the 
street art media.  
 
1.2 Thesis Structure 
The thesis covers three main themes, namely those of postmodernity, street art 
and experience communication.  
 
The first theme sets the grounds for the thesis. It is a description of the context 
in which we are writing, and thus also the context that frames this investigation, 
namely that of postmodernity. Through the thoughts of postmodernity, this 
chapter will give a characterisation of the world as we see it today and the 
individuals that inhabit it. It will explain how we as individuals see ourselves 
and understand the world, and how we make sense of our lives. It is a 
characterisation that is necessary to make, as the thoughts of postmodernity not 
only permeate the background for the street art movement but just as much 
communication theory of today. It is thus both the precondition for our 
investigation as well as it is the frame in which we have to envision our results.     
 
The second theme of the thesis is presented through our investigation of street 
art. Based on our empirical investigations, we will give a characterisation of the 
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media, uncovering its different modes of expressions. This investigation will 
ultimately lead to a definition of the street art media and the motives behind it. 
Moreover, we will look at the city as an active part of the street art expression, 
explaining its significance to the media.   
 
The third theme of the thesis is that of experience communication. In order for 
us to find out how we can use street art as a media for experience 
communication, we must first uncover how an experience can be said to 
communicate. Having done this, we can put forth an actual experience design 
that we can use in order to find out to what experiences consist of and how they 
engage the perceiver. 
 
Having unfolded our investigation theoretically, we will move on to analyse the 
works of three selected street artists. The analysis will be divided into two parts, 
each answering an aspect of our problem definition. The first half of the analysis 
will thus focus on the selected street art works and how these can be said to 
create experiences for the one perceiving them, leading to a generalised 
characterisation of the street art experience. This characterisation opens up to 
the second half of the analysis that discusses how these experiences can be 
used for planned communication. We will in this part of the analysis discuss the 
possibilities and limitations of street art as a media for planned communication, 
to whom it can be said to speak and what types of messages it is able to carry. 
Finally, we will exemplify how street art can be used in planned communication 
by presenting a fictive communication scenario. With point of departure in a 
concrete case, we will plan a street art experience by making use of the results 
from our analysis. 
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2 // Method 
This chapter will give a presentation of our general working methods. It will 
explain our scientific standpoint, as well as it will outline the framework for our 
empirical research.  
 
2.1 Working Process 
Writing this thesis involves taking an autonomous, illegal, subcultural 
expression and investigating its potential in planned communication. We are 
thus trying to combine very diverse areas, for which reason our investigation 
holds several approaches. We have delved into books and theories, trudged 
the streets in search of new expressions, enrolled in internet communities and 
made friends on MySpace and Facebook in our search for the people behind 
these communities. This thesis is thus conducted in an interplay between theory 
and our own empirical field investigations, with the empirical investigations and 
our general findings as active co-producers of our problem area. This is an 
approach that is known as an abductive investigation process, as described by 
Bente Halkier (Halkier 2001). The abductive investigation process is a process 
in which the empirical research has as much influence on the structure of the 
investigated as the theoretical and methodological considerations (Halkier 
2001: 41). To give a more precise definition of the abductive investigation 
process, this can best be explained through the notions of what it is not, namely 
deductive and inductive. In a deductive approach the research process is 
initiated by an array of theoretical hypotheses that are sought confirmed in 
empirical investigations. An inductive approach, on the other hand, uses the 
empirical investigations as point of departure for theoretical generalisations. 
Abduction combines these two approaches by encouraging the general 
investigation to be an interplay between theory, method and empirical research 
(Halkier 2001: 44). 
 
Our working method has involved a continuous evolvement of our problem 
field since the beginning of the thesis. This entails that we during the process of 
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writing have been influenced by our empirical findings and continuously have 
kept an open mind to new knowledge and new ideas that we have been 
presented with along the process. This has also made us change our focal point 
several times along the way, as our preconceptions have been altered by our 
own findings, thus also altering the way we perceived the central aspects of this 
thesis. We initiated the process with an interest in the street art phenomenon, 
however, without really knowing what to make of it. We hypothesised that it in 
many ways could be seen as a postmodern phenomenon and as an expression 
of a subculture, yet, we had not seen its real potential in relation to experience 
communication. We thus initiated our investigation of street art with a wish to 
find out what street art was all about and how it could be characterised as a 
communicative media. In the beginning, we mainly conceived of street art as an 
expression of a certain subculture and assumed that the individual works would 
contain messages from this subculture. Along the way, we realised that as a 
phenomenon and as an expression, street art contained far more perspectives 
than initially assumed. Through the interviews we made, we realised that it was 
not so much the concrete messages that mattered to the various artists but 
rather the experiences their art generated for the perceivers of it. Along with 
our growing knowledge of the field, we thus discovered more and more facets 
and came to see street art as having potential to speak to more than just a 
secluded circle of street artists – namely as a media for planned experience 
communication. The theory and our empirical findings have thus led to new 
understandings as well as new definitions of our problem field.  
 
2.2 Theoretical Framework 
Before delving further into this thesis, we will first explain our scientific point of 
departure, as this has significant bearing upon the investigation.  
 
Phenomenology 
Talking about experiences and experience communication open up to the 
realm of phenomenology – a theory of science that sees meaning as based on 
actual experience of the world and not just abstract theorisation about it (Dahl 
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Rendtorff 2004: 305, 279). It is in that sense believed that there is a bodily 
connection between the way in which we experience the world and the way in 
which we make sense of it (Dahl Rendtorff 2004: 280). In its essence, our 
experience of the world is tied to our bodies, and we therefore have to keep 
this bodily connection in mind, when investigating how we make sense of what 
we experience in this world (Dahl Rendtorff 2004: 298). The body and the way 
we sense and feel are therefore vital aspects of our understanding of the world, 
and aspects we cannot ignore when talking about the experience as a media for 
meaningful communication. Thus, it is important to keep the thoughts of 
phenomenology in mind when talking about experience communication, as the 
process of experiencing inevitable involves the body and its sensory apparatus.   
 
Social Constructionism 
The phenomenological approach allows us to understand the immediate 
experience that arises when we see and experience something in the world. 
However, in order to understand how we make sense of this immediate 
experience, we believe it is necessary to turn our attention towards another 
theory of science, namely that of social constructionism – a theory of science 
that stresses the situational, interpretive, discursive and linguistic character of 
social phenomenon. Theoretically, social constructionism can be seen in 
contrast to realism that claims that reality can be seen as objectively existing 
beyond our recognition of it (Rasborg 2004: 349). Adhering to social 
constructionism thus means that we as researchers can never appear as neutral 
observers of an objectified reality that can be observed and described. We 
thereby infer that meaning is not a fixed entity that can be uncovered, rather it 
is a relational phenomenon that can only be determined by engaging in the 
context and situation in which the meaning is produced and consumed (Järvinen 
& Mik-Meyer 2005: 10, 15). Thus, the way in which we understand and make 
sense of the world must inevitably be seen in the light of the time and context 
we live in. 
Language is fundamental in social constructionism, as it is seen as the 
precondition for understanding the world. However, when dealing with the 
experience, we believe that this focal point becomes too narrow, as it 
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devaluates the bodily aspect of our understanding of the world and reduces 
meaning and understanding to mere cognition. Still, we recognise that 
language is a significant part of how we see and understand the world, and it is 
therefore not an aspect of social constructionism that we disregard all together. 
However, in our adherence to social constructionism, we will primarily focus on 
its interpretative and situational aspects in relation to how the experience is 
interpreted by the individual, as well as how the experience becomes a media 
for the communication of something meaningful. 
 
A Combined Approach 
In order to both describe the actual experience as well the way we make sense 
of it, we will employ a combined theoretical approach to our investigation of the 
experience in itself and the meaning it can be said to have. Our theoretical 
standpoint is in that sense manifested in a combined phenomenological-social 
constructionist mindset. We thereby wish to depart from the traditional 
distinction between mind and body, between our sensing of the world and our 
understanding of it (Dahl Rendtorff 2004: 297). Instead, we wish to focus on the 
mutual relation between our experience of the world and our understanding of 
it, as we see the two as dependent on each other and not as two separate 
entities. 
 
Communicative Standpoint 
In dealing with communication theory, we would like to depart from the so-
called hypodermic needle thinking where messages are thought of as stable 
objects with one true meaning that can be transmitted unaltered from sender to 
receiver. In our opinion, the communication process should not be seen as a 
linear process, but rather as an interplay between sender, medium and 
receiver. The three can thus be said to generate the message in question in 
accordance with each other. This means that intended meanings always enter 
into certain cultural codes and conventions when received, and that language 
and signs depend on their symbolic function. This is especially relevant when 
we have to analyse how street art is met by a perceiver and what kind of 
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experiences it invokes in this perceiver. Nevertheless, we cannot completely 
escape the fact that communication efforts are intentionally coded with a view to 
be decoded in a certain way. In planned communication the very idea is to 
carry out a purpose with the communication, and it therefore rests on the idea 
that the sender to a certain extent can code messages in order to fulfil an 
intention. We thus give certain credit to the traditional, linear transmission 
theories and their core idea of transmitting messages as part of a 
communication process. Yet, we remain critical to the many shortcomings that 
these linear models present.  
 
Our theoretical mindset is inspired by Preben Sepstrup’s notion that a 
communication effort should take both the social sciences as well as the 
humanities into consideration (Sepstrup 2003: 30). In general, communication 
theory finds itself either within the paradigm of the social sciences or within the 
paradigm of the humanities, and each of these directions focus on different 
aspects of the communication process. The social sciences tend to favour 
sender aspects and see the distribution of messages as closely linked to 
stimulus-response models, which also makes the social scientific research 
involved with cause and effects relations (Sepstrup 2003: 25). This also implies 
that the methods within this paradigm usually are focused on quantitative 
research where the effects of the communicated can be measured. The 
humanities, on the other hand, reject the notion that content and effect can be 
measured as a fixed entity. Communication theory within this paradigm tends to 
favour receiver aspects and the reception of messages. Here, the interest is on 
how meaning is formed and how meaning is decoded according to different 
cultural codes (Sepstrup 2003: 27).  
 
However, in recent research, the growing tendency within both of the 
paradigms is to emphasise the role of the receiver. The Uses and Gratifications 
theory, which is born out of the social sciences, breaks with the hypodermic 
needle thinking by presuming that the message is shaped by the receiver and 
hence focuses on the receiver’s decoding and interpretation of the message. 
The Uses and Gratification theory sees receivers and their use of 
communication as determined by a need that the receivers seek to fulfil (Katz 
1980: 123). Reception theory within the realm of the humanities also emphasises 
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the receiver, but focuses more on the message and the different readings that 
can arise in the reception (Sepstrup 2003: 29). We fall into line with late 
communication theory that sees the communicated as influenced by the 
preconceptions of the receiver. This way of perceiving the communication 
process is inspired by the hermeneutical sciences, and can be related to newer 
communication theory where communication is perceived as a process rather 
than as a product (Windahl & Signitzer 1992: 6). 
 
One of the central elements of this thesis is the idea of accommodating the 
needs of a postmodern audience, which corresponds to the fundamental 
thinking of the Uses and Gratifications theory. At the same time, we 
acknowledge the importance of taking the actual reception of media products 
into consideration. This thesis will, however, not include an empirical reception 
analysis of an actual media product, but will take a close look at the reception 
processes that come into play when dealing with street art, and will thus focus 
on the reception of street art in a theoretical and formalistic manner. 
 
2.3 Empirical Framework 
The street art phenomenon is inseparably bound up with the emergence of 
graffiti in the late 1960s and early 1970s. Though this happened simultaneously 
in England and America, New York City is often thought of as the cradle of 
graffiti, as it was here it was found in the widest measure, just as it was here it 
got the most exposure. We have thus chosen New York as our basis for 
investigation, as this city hosts some of the oldest working street artists as well 
as some of the most progressive ones. We have chosen to analyse the works of 
three well-established, New York based street artists who have relatively 
different backgrounds in the street art scene and very distinct expressions.  
 
Investigating a phenomenon from afar leaves the results of this investigation 
merely theoretical. We thus decided to go to New York ourselves to encounter 
the street art phenomenon first hand, in order to get a better sense of the 
phenomenon we were about to scrutinise. Furthermore, as street art is a 
relatively new phenomenon, very little research has been made on its behalf. 
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Therefore, by going to New York, we could make our own research and 
produce knowledge on the matter. In New York, we conducted our empirical 
investigations, which consisted partly of qualitative interviews and partly of our 
own first-hand explorations of street art in the urban landscape of Brooklyn and 
New York City.  
 
Before going to New York, we did not necessarily expect street art in USA to be 
the same as the street art we knew of in Denmark. We therefore assumed that 
we would be moving into unfamiliar territory and we only had vague ideas of 
what to expect of the street art encounter in New York. So, when moving around 
in the streets of New York looking for street art, we employed an explorative 
approach by being open to unknown findings and new modes of expressions 
rather than seeking out expressions defined on beforehand. Since street art is 
an ephemeral expression with limited lifetime, we realise that what we have 
seen and experienced during our investigations is only a snapshot of what the 
street art media contains. In this sense, it has never been our intention to make 
a full documentation of street art in New York, but rather to make some 
generalisations from the random glimpses that we saw in the period of time we 
were there. We have therefore also done photo documentation of the street art 
we have encountered in order to have some more stable objects of analysis. 
 
Making Contact 
During our research trip to New York from late June to early July 2007, we did 
four interviews in total. The four respondents were chosen on the basis of what 
we were able to investigate about them through the internet and various 
literature. We made use of the internet community MySpace and created our 
own profile, explaining our interest and the investigation we were doing2. This 
gave us the opportunity to become part of a network employed by the street 
artists themselves, as well as to be able to reach street artists around the world.  
We chose three street artists who showed a large degree of discrepancy 
between their works, as we figured this would provide the broadest and most 
interesting basis for analysis. All initial contact was made via email or through 
                                                 
2 www.myspace.com/urbannarrative 
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our MySpace profile. The internet has in this sense been a vital source of both 
contact and information, as it has provided us with knowledge and access to 
networks we could not have gained otherwise. Moreover, we chose to do an 
interview with the founders of Wooster Collective, which is a one of the most 
extensive websites about street art. We assumed that Wooster Collective would 
be a powerful resource of information, as the founders of this website were 
some of the first to document New York street art, as well as they have had a 
substantial saying in the dissemination of street art today.  
 
Presentation of Respondents 
In the following we will shortly present each of our respondents as well as their 
work.  
 
Michael De Feo (1972) works as a street artist and high school art teacher. 
Michael was intrigued by the graffiti movement and started doing street art in 
the 1990s after having attended art school. He came up with a flower image, 
which has made him renowned around the world as the ‘Flowerguy’. Michael 
makes street art alongside with his gallery work and uses the city as a means to 
display his art to the general public. His work mainly consists of paintings and 
posters.   
 
Dan Witz (1957) works as a street artist and professional art painter. He was one 
of the first street artists to appear on the street art scene in the late 1970s. 
However, at that time people did not distinguish between his small 
photorealistic images and the graffiti that surrounded it. His street art varies in 
form and scope. In much of his work he uses his skills as a painter to create 
figurative images in which he uses already existing surfaces in the art piece, or 
he makes small pranks where he places artefacts in urban public space.   
 
Paul Notzold (1974) works as a street artist and freelance art director. Paul does 
digital media installations in urban space where he uses digital projections to 
create a public event. All of his street installations are interactive and 
encourage the public to participate by using their mobile phones. The 
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projections usually consist of an image - static or moving - and the audience can 
activate the image by sending a text message. His installations originally 
started out as a thesis, but have gradually moved into the street art scene.  
 
Marc Schiller (1964) and Sarah Schiller (1970) are the founders of Wooster 
Collective – a blogging-based website on street art. Wooster Collective was 
founded in 2001 with the aim of showcasing street art from around the world. 
Marc and Sarah curate the contents of the website and also create events, make 
walking tours and publish books. Moreover, they write articles and speak at 
universities, among other places. Their involvement with street art is highly 
acclaimed by street artists and their work has played a significant role for the 
popularisation of street art.  
 
Interview Design 
We initiated our investigation of street art with a wish to find out what street art 
was all about. The purpose of the interviews was therefore for them to be a vital 
source of information and to get as much and as varied knowledge about the 
street art phenomenon as possible. In order to be prepared for the interviews, 
we scrutinised the subject as much as possible, but we did not encounter any 
material specifically dealing with street art from a communicative perspective. 
Our very first understandings and preconceptions of street art have therefore 
inevitably made a mark on the design and the themes of the interviews.  
 
We decided to make individual qualitative interviews, since the qualitative 
research interview is a unique opportunity to gain access to the life world of the 
respondent. It is a type of interview that seeks to describe and understand the 
importance of central themes in the life world of the respondent (Kvale 1997: 
42). We thus see the qualitative interview as an opportunity to gain knowledge 
about the street art phenomenon, based on the knowledge and understanding 
of our respondents.  
Our limited knowledge of street art made us approach the interviews with a 
deliberate naivety (Kvale 1997: 44), as we wished to stay critical towards our 
own knowledge and assumptions about the phenomenon and to approach new 
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aspects as openly as possible. We can thus say that through the qualitative 
interviews we conducted, we have gained insight to a phenomenon that we 
ourselves are not a part of. Since there has only been made little research about 
street art, the interviews have served as a vital source of information, as well as 
they have given us a unique insight to the motives and intentions behind the 
expressions. 
 
In structuring the interview guide, we formulated our interview questions in 
accordance with a number of themed research questions. This would lead the 
respondents to speak about themes and aspects on street art instead of 
expressing predetermined opinions on the matter (Kvale 1997: 44). We aspired 
to structure the interviews in a way that made it possible for the respondents to 
describe rather than just answering yes and no, as we believed this would give 
us the most ample insight to their life world and the themes in question. The four 
guides were as a starting point identical, however, questions were added 
respectively to the different respondents to fit their specific area of work. 
Because of the explorative nature of our investigation, we wished to conduct an 
open interview with only little structure. We thus created a semi-structured 
interview guide with open questions that would allow the respondents to reply 
freely as well as provide us with new knowledge and new perspectives along 
the way.  
 
The interview guide was structured into the following thematic research 
questions3: 
 Opening questions: what is it they do? 
 Intentions: why do they do it? 
 Identity: is street art a marker of identity? 
 Definition: what is street art?  
 Subculture: is street art a subculture? 
 The city: how does street art influence urban space? 
 Evolvement: how has street art evolved and what is its future? 
 Commercialisation: is commercialisation of street art a good thing? 
 
                                                 
3 See interview guides, Appendix  1+ 2  
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Our research questions can to some extent be said to be characterised by a 
general lack of knowledge about the media we were about to investigate, as 
well as they cover a large span of different themes relating to the street art 
phenomenon. Moreover, they include perspectives that are no longer relevant 
to the finished thesis. However, as it was through the interviews our thesis took 
the direction it has now, one can say that they have provided us with the 
adequate amount of knowledge necessary for our specific research.  
 
Conducting the Interviews 
Upon arrival in New York, we had prepared the interviews as much as possible, 
but we only had preliminary appointments with our respondents. Being aware 
that this would be our only chance to meet face to face with our respondents, it 
was crucial for us to carry out the interviews in a successful manner while we 
were there. Despite our lack of US cell phones and faced with the New York 
laissez-faire attitude, we succeeded in completing the four interviews as 
planned. We met in places chosen by our respondents that would allow us to 
record the interview. In most of the cases, this meant meeting at their private 
homes. This made the interview situation relaxed and gave us an opportunity to 
get an impression of their life situation as well. During the actual interview, one 
of us would have the role of being the interviewer, making sure to introduce the 
interview and facilitate social interaction. The other would handle the recorder, 
keep track of the interview guide and contribute with elaborating questions. In 
this way, we could ensure an as natural and loose interview situation as 
possible, while still making sure that we did not leave out crucial aspects in the 
midst of our enthusiasm.  
 
Collation of Data 
In order to create a general overview of our interviews as well as static data to 
analyse from, we have transcribed all of the interviews. We have transcribed 
everything said, as it is the contents of the said that is essential to our research. 
The qualitative nature of our interviews provides us with more material to 
interpret from, and uncovers several layers of the said - both the contents of the 
 22
actual utterances, as well as what lies between the lines (Kvale 1997: 43). In 
order to bring the respondents’ views to the surface and to structure the various 
meaning layers, we have first coded the contents of the interviews and 
afterwards categorised them into a number of different themes. In doing this, 
we aspired to discover the themes that sprung from the interviews instead of 
searching for already defined themes. Through this categorisation, we 
uncovered several themes, which were not evident in our thematic research 
questions that we had formulated on beforehand. In this sense, our own 
preconceptions have been challenged, and through the interviews, we have 
found perspectives that we did not envision on beforehand. The nature of these 
new perspectives has led to new understandings and the thesis has ultimately 
been influenced and revised in accordance with our growing knowledge of 
street art.  
 
Evaluation of Results  
In this thesis, the interviews do not play the role of being main objects of 
analysis, but serve instead the purpose of being a source of information. This 
means that throughout the thesis we have drawn from the interviews, both in 
formulating our problem field, as well as in defining street art as a distinct 
media and the motives behind it. The knowledge we have gained from the 
interviews has thus had an important role in the development of the thesis, since 
the results have led us to broaden our understanding of our problem field. 
Furthermore, the interviews have also led us to choose the works of our 
respondents as objects of analysis. To start out, we were not set on using the 
works of our respondents as objects of analysis, but we realised that it was more 
reliable to use the knowledge from the interviews in relation to an analysis of 
their own works, as opposed to works from other street artists. In this sense, one 
can say that we bring along the knowledge we have gained from the interviews 
into the analysis of the works.  
 
In using the knowledge produced from the qualitative interviews, we 
acknowledge that it is problematic to make generalisations, since the 
respondent’s statements cannot be seen as representative for an entire art form 
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or an entire culture. Furthermore, each street artist has his own take on the 
world, and the street art phenomenon as such can never be fully documented 
due to its diversity. However, the people that we have been in contact with are 
well-established in the street art community in New York, and we therefore 
consider their motives and attitudes as representative for a large part of the 
street art community. We therefore choose to use their statements as exemplary 
for street art in general. Naturally, the results of our empirical investigation 
might have diverged if we had interviewed different street artists. Still, we 
consider the results of our investigation as representative for a large part of the 
street art community.  
 
Looking at the interviews in retrospect and considering the fact that our 
problem field has been revised after making the interviews, we could have 
gained from doing follow-up interviews in which we would have been able to 
ask more targeted questions based on the knowledge we have today. This 
would naturally have made us even more knowledgeable and even more 
qualified in making our research. However, we have not been able to pursue 
this option, and we believe to possess the adequate amount of knowledge to 
perform an analysis and reach a conclusion which we consider qualified. The 
road to becoming qualified researchers in the field of street art has in every 
sense of the word been a long one, but on the other hand, this has made us 
more capable of making valid research of the street art phenomenon and its 
communicative potentials.  
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3 // Postmodernity – 
a Contemporary Condition  
 
Street art can in many ways be said to be characterised by the specific, timely 
context that frames it as a phenomenon. Depending on who you ask and what 
take you have on the world, this contemporary society can be seen in countless 
ways. We would like to describe it as postmodern – a discourse that has 
dominated the academic world for a number of years now, and one we now join 
in with this thesis.  
 
However, the intention of this chapter is not only to describe the external 
societal conditions that frame street art. More importantly, this chapter will give 
a characterisation of the individuals that inhabit postmodern society, outlining 
their needs, desires and conditions of reality. This means that a characterisation 
of contemporary society will contribute to an understanding of consumers of 
communication today, as it describes how the postmodern individual reads, 
understands and takes in the world, and thus also communication. Knowing 
what sort of media trends people today are dealing with, what sort of reality and 
what sort of conditions people are living by will ultimately help us determine 
what it takes for communication planners to fall into the spirit of the time: the 
zeitgeist. 
 
In dealing with postmodernity and the individuals that are characterised by its 
ontology, we will implement the thoughts of Zygmunt Bauman, Anthony 
Giddens and Jean-François Lyotard who will be used to describe the world we 
live in today and the individuals that inhabit it.  
 
3.1 Modernity vs. Postmodernity 
Our three theoreticians – Bauman, Giddens, and Lyotard – share many of the 
same opinions on postmodernity, though they may determine it differently. 
Giddens, for example, refuses to use the ‘post-‘ prefix in relation to 
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contemporary time, as he determines this time as a radicalised modernity that 
cannot be separated from the thoughts of modernity (Giddens 1990: 51). 
However, these thoughts are also shared by Lyotard and Bauman, even though 
the two choose to name them differently. We have chosen to consistently 
implement the term ‘postmodernity’, as this is the most widely used way to 
describe the condition we are dealing with, as well as it is a theoretical take on 
the world our theoreticians all agree upon, though they may choose to name it 
differently.   
 
But what is this postmodernity all about? The very word postmodernity seems to 
imply that we are dealing with a period that follows modernity. However, 
postmodernity should not be seen as a period sequentially following modernity. 
In fact, the idea of a linear chronology with the one period taking over from the 
other is a completely modern idea (Lyotard 1986: 84). Postmodernity should 
rather be seen as a reinterpretation, an analysis or a further development of 
some of the traits that are seen as distinctly modern (Lyotard 1986: 88). It is 
therefore also impossible to consider postmodernity without first considering 
modernity, as postmodernity is understood in relation to modernity. And when 
speaking of something being postmodern, it is distinctly modern traits that are 
put forward, dissected and given new life and identity.  
 
According to Bauman, our society today is no less modern than before, but it is 
a different kind of modernity we are dealing with now than it was previously 
(Hviid Jacobsen 2004: 166). Modernity as a period extends from the 17th 
Century to the present (Giddens 1990: 1). Though it is argued that we are still in 
modernity, we shall refer to it in the past tense, as we see the contemporary as 
differentiated from the modernity we are talking about here. Modernity as an 
era was characterised by the extreme and was a period that saw great changes 
brought forth by people who tried to bring order to the world (Hviid Jacobsen 
2004: 130). The Enlightenment project sparked the thought of progress through 
reason and rationality, and modernity could in the same way be said to be 
permeated by a constant strive for the better through an endless search for the 
‘true’ meaning of things (Burr 1995: 12-13). Modernity could thus be said to be 
characterised by the idea that the underlying structures of the world could be 
found and controlled, and that all progress therefore would lead towards a 
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perfect and controllable world with one true meaning. It was a project that 
wanted to turn chaos into order; label everything, put it into boxes and 
permanently define it. The modern world was thus also a world that yielded 
certainty and security into the extreme, leaving no stone unturned and no 
concept undefined. 
 
In its eager to create order, the modern project bulldozed all resistance and 
alternative visions it met on its way. This is also what Giddens calls the 
juggernaut – the wagon that crushes everything under its big wheels, including 
human hope and dreams about the good life, freedom and diversity (Giddens 
1990: 53). Bauman sees modernity as permeated by the same rigidity as 
Giddens describes. In this respect, postmodernity becomes an ageing 
modernity without the utopian or ideological illusions that permeated 
modernity. However, even though these ideological illusions held the 
individual in a rigid grip, they also ensured a belief in the good society, guided 
people and gave them hope in the sense that there was always something to be 
worked towards (Bauman 1991: 272).  
 
Conditions of the Contemporary 
As described in the previous, it is not so much the world that has changed in the 
transition from modernity to postmodernity, only the way we perceive it and 
think about it (Hviid Jacobsen 2004: 95). Postmodernity can thus be understood 
as a condition rather than a period in time; it is a means to describe and 
understand the complex reality we are dealing with today. Rather than being a 
period following modernity, postmodernity is an interpretative tool to 
understand the world we live in today (Bauman 1992: 93-94) – a world that may 
have changed radically in many ways since it became ‘modern’, yet, one that is 
still permeated by the modern traits and ways of thinking (Hviid Jacobsen 2004: 
94). Postmodernity can therefore be described as a societal condition that has 
caused radical changes from modernity, however, without actually ever leaving 
it.  
 
 27
Contrary to modernity, postmodernity rejects the idea that there can be an 
ultimate truth (Burr 1995: 13). However, this also means that the image of the 
world today is devoid of genuine or assumed solidity and continuity, which 
used to be the trade-mark of modern ‘structures’ (Bauman 1997: 21), rendering 
the reality of today more complex than before. Reality is no longer thought of as 
a stable condition that can be revealed – on the contrary, it is now up to the 
individual to define his own reality and own meaning of life. This gives the 
individual the possibility of creating the life he wants through the different 
choices that he makes, choices that come to define who he is and where he is 
going. In this sense, we as individuals have the freedom to be and do whatever 
we want, as we are the masters of our own creation. It can thus be said that 
while modernity constituted a world of solidity, postmodernity has made this 
solid world liquid (Bauman 2000). People have been given new possibilities in 
the shape of increased individuality, mobility and freedom. However, the 
increased independence at the same time means a high level of complexity and 
uncertainty for the individual, entailing a larger degree of uncertainty and 
indecisiveness (Bauman 1997: 21-22).  
 
3.2 The Postmodern Individual 
The ideas of postmodernity tell us something about the way in which individuals 
make sense of the world today. In this sense, postmodernity can also help us to 
characterise the audience that can be thought to be susceptible to the type of 
communication that the street art media holds, as it tells us something about 
how this audience understands and makes sense of the world in which it lives. 
However, saying that people are characterised as being postmodern would be a 
crude generalisation. Rather, we see the individuals who inhabit this societal 
condition as influenced by postmodernity, carrying some of its traits. In the 
following, we shall outline these traits and describe their significance in relation 
to how we as individuals today make sense of the world.    
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Tell Me Who You Are 
As previously described, modernity was signified by projects that structured 
and directed our lives. These projects to some extent correspond to what 
Lyotard terms as narratives. According to him, modernity was signified by 
grand narratives or, as he also calls them, metanarratives (Lyotard 1986: 25). 
According to Lyotard, these metanarratives functioned as guidelines for our 
lives, giving it meaning and pointing it towards a goal. When structured in this 
sense, our lives would become projects to be lived out with a given solution in 
the end – an idea to be realised (Lyotard 1986: 26).  
However, in postmodernity, these projects and narratives can be said to have 
become liquidated. The grand narratives such as Christianity and Communism 
have been conquered by modern sciences and technologies, giving us a 
greater certainty of facts, but a lesser sense of direction as to what we are to be 
certain of and what truths to believe in (Lyotard 1986: 26). According to Lyotard, 
the grand narratives still exist to the same extent as they did before, however, 
they have lost their validity and become unconvincing. Lyotard thus says that 
the narratives through which we see the world still exist as a central part of our 
lives (Lyotard 1986: 27). Only, in the contemporary, the narratives are no longer 
regarded as verities, and instead we favour the smaller and more numerous 
narratives over the unconvincing metanarratives.   
 
This means that we still tell ourselves stories about the world, who we are and 
where we are going. Only, these stories are not guided by an all-encompassing 
narrative that leads us in a certain direction. Instead, we dedicate ourselves to 
smaller narratives about who we are – narratives that can be changed and 
retold at any time, pointing the postmodern individual in an ever new direction.  
 
The ever-changing narration and stories of our lives are bound to have a 
profound influence on postmodern man’s feeling of identity. In modernity, one’s 
identity was a life-project that could be finished, a fixed narrative with a 
beginning and an end, starting with birth and ending with death. The modern 
life-project prompted stability – in job, residency, friends, love affairs and all 
other major influences in life. This stability instigated a project, a concrete story 
that was narrated and followed to the end. 
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In postmodernity, identities can be said to be short-lived. They are what 
Bauman terms ‘palimpsest identities’– identities that like a text at any time can 
be overwritten with new biographical narratives (Bauman 1997: 25). Who we 
are and how we see ourselves is not a given anymore. Thus, identity in 
postmodernity can to a higher extent be said to be a means of expression rather 
than an inner core one cannot escape. In postmodernity, the self can be said to 
be a narrative construction – a coherent account to some extent, but also an 
account that twists and twirls depending on our actions and course in life. In this 
sense, one can say that the identity of the postmodern individual can be 
described by actions, relations and contexts, and that whenever these change, 
so does the self. This does of course not mean that we reinterpret who we are 
from one day to the next. But it means that our identities are contestable and 
changeable and can take a new direction if desired.  
 
Shedding Skins 
With the plurality of possibilities provided by postmodernity, the postmodern 
individual has every possibility of narrating and creating himself, but on the 
other hand, the individual thereby also comes to lack a sense of stability in life 
and something firm to hold on to. This situational flexibility of the self also 
creates the chance of having multiple identities that are situational dependent – 
or, as Michel Maffesoli terms it, we play different roles both within our 
professional activities and within the various tribes we participate in (Maffesoli 
1996: 76). These identities can be seen as costumes that can be adopted and 
discarded according to the taste of the day (Maffesoli 1996: 76 & Bauman 1997: 
88). These quick-change turns also call for constant impulses; in order for our 
identities to change, we need inspiration and stimulation to form new disguises. 
This can be found on all levels of life and can be more or less conscious, as all 
actions and impulses can be said to have an effect on our sense of selves. 
However, matters such as lifestyle, consumption, education, job and leisure 
activities are some of the more conscious choices we make with regards to 
defining and staging ourselves – the clothes we wear signal who we are, the 
milk we buy tells something about our moral values and our level of physical 
activity and choice of sport indicate how we see ourselves and how we want 
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others to see us. It is a matter of actions what stories we share and what taste we 
have. In this sense, the postmodern individual needs experiences and impulses 
that can guide the self in a new direction or reassert the chosen identity, 
creating an image for the world to see. In other words, experiences are a vital 
part of the postmodern condition, as they contribute to the shaping of who we 
are and who we want to become.  
 
3.3 The Urban Nomad 
We have described postmodernity as a condition that permeates the way we as 
individuals construct and organise our selves and our lives. As the focal point of 
this thesis rests on urban art and the city as its canvas, it is relevant to turn our 
attention towards the postmodern urban individual. As described in the 
previous, identity is in postmodernity – as Bauman puts it – an individual task 
and the individual’s own responsibility (Bauman 1997: 20). As identity in that 
sense is relative, the individual creation of identity can be said to instigate an 
eternal search for value – any sense of meaning, coherence and identity that 
can give our lives some sort of direction. This eternal search for meaning 
prompts Bauman to see the postmodern individual as constantly wandering 
about, inciting him to metaphorically describe postmodern man as a nomad 
(Bauman 1997: 72). In Bauman’s terminology, the nomad is a figure who has no 
definitive goals in life, and is without any final destination or aim. He is in that 
sense in an eternal state of search and wandering about, looking for clues, input 
and experiences that can ascribe meaning and identity to his life. As there are 
endless opportunities to choose from, the nomad is always seeking new 
destinations and new meaning elsewhere – the grass is always a little greener 
on the other side of the lawn. The ongoing action of drifting about and seeking 
new places is primarily meant in a figurative sense, however, the nomadic 
lifestyle of the postmodern individual can also be understood in a more 
physical sense.  
 
 31
Searching for Meaning 
The city can in many ways be seen as a cornucopia of inputs and experiences 
that give the postmodern individual endless possibilities and opportunities to 
choose from. The city is in that sense a favoured playground for the nomad, as it 
gives him an endless array of inputs, impressions and experiences that can add 
a sense of meaning and identity to his life. Inspired by the notion of the nomad, 
we see a tendency of people today using the city as a stage and an ‘outdoor 
museum’ where experiences can be sought out. The outdoors of the city is now 
as good as the indoors of a museum. It is thus no longer a question of getting 
from A to B when moving around in the city, but it is also a question of 
experiencing on the way (Lund et al 2005: 79). Contemporary urban spaces 
encourage street culture, events, recreational areas and art, and people use 
public space as a place to meet and interact with each other, and not just as a 
place for dwelling and commerce. This makes the city a perfect location to 
lounge about and create one’s individual urban novel by absorbing what the 
city has to offer. The nomadic lifestyle is witnessed in the way that people 
wander about, seeking out experiences and behaving as tourists in their own 
city. We can thus say that postmodern urban living is characterised by the use 
of the city as an active constituent in one’s life and identity. Living in the city is 
not so much a necessity anymore, as it is a deliberate choice. In that sense, the 
city and all it has to offer can be said to have a significant influence on the 
postmodern urban individual, as it is both a setting to stage himself, as well as a 
vital element in the construction of who he is where he is going.  
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4 // Street Art Introduction 
From the general description of the postmodern urban individual, we now move 
on to a more concrete one, namely the street artist. The street artist operates in 
and through the city, using this as both canvas and media for his art. As 
described in our problem definition, we see a potential in street art as a 
communicative media, especially when it comes to communication through 
experiences. However, before we can conclude how the street art media can be 
used for communicative purposes, we will have to uncover the media as such. 
We will thus in the following chapter give a characterisation of the street art 
media, its modes of expressions and the people behind it. This characterisation 
of street art is primarily based on the research and the interviews conducted 
while in New York, and secondly, on the sparse literature existing on the 
matter. The characterisation will be initiated with a general introduction to the 
media – how we see it and the people behind it. Conclusively, we will 
implement the thoughts of postmodernity and the postmodern individual, 
describing how we see street art as being caught up in the condition known as 
postmodernity. Here, we will integrate the aspect of the city as an active part of 
the street art expression and see how also the city - through the eyes of the 
street artist - can be said to be subjected to the condition of postmodernity.  
 
4.1 A Tentative Definition  
Street art is an elusive, artistic expression that is difficult to characterise. It is 
often mistaken as graffiti or vice versa, however, we do not see the two as the 
same. Still, we see where the confusion is coming from, as the two types of 
expressions can be said to share many similar traits. Looking at the many visual 
modes of expression, it is somewhat difficult to draw a line where street art 
separates itself from graffiti. Ever since graffiti took form in New York and 
Philadelphia in the late 1960s, the development of street art has been a slow and 
gradual process that has taken place over the last three decades. For that 
reason, no one can really claim to be the ‘first’ street artist. Graffiti still exists 
today in the shape of for example tags and wildstyle pieces, but street art has 
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become a term to describe the many diverse stylistic expressions found in the 
streets. However, we have discovered that the most distinctive differences 
between the two traditions are to be found in the surrounding culture and in the 
artists’ intentions. Where graffiti is a subcultural expression that primarily 
functions as a secret and clandestine language that speaks only to other graffiti 
‘writers’, street art is a versatile expression that addresses everyone and not 
just one specific culture. In comparison, this makes graffiti an introvert media 
for culturally embedded messages, and street art an extrovert media whose 
messages are as numerous and versatile as the street artists and their many 
modes of expressions. 
 
Looking at the many versatile expressions in the urban landscape today, it 
seems as if people are constantly competing to come up with new and 
alternative ways to express themselves in public space. And even though we 
wish to handle street art as a collective term, it is impossible to define the street 
art media as a whole, as it is an autonomous expression that constantly evolves 
and changes. However, there are some essential traits that characterise the 
media and the people behind it, which we will present in the following.  
 
Conquering the City  
Street art can, as mentioned, be said to be many things. However, one of its 
more striking features is the fact that it is public, urban and site-specific. The 
city and all that is found in it serve as both canvas and media for all art found in 
the streets. Most street art would for the same reason not function within the 
walls of a museum, as it is often meant to function in its context as a commentary 
on the space it occupies or the society that surrounds it. In that sense, many 
street artists feel strongly about the right location for their art, and make 
conscious decisions about where and to whom they wish to communicate 
(Manco 2004: 11). Through street art, the street is transformed into a gallery, but 
unlike in a gallery, there is an engagement with the surrounding environment 
(Manco 2004: 35). The surrounding environment thus plays a significant role in 
street art, which makes the city both a canvas as well as a part of the artwork. 
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This is also stressed by Dan Witz who describes street art as “[…] an art form in 
a public domain” (Appendix 4: l. 200). 
 
Street art can in many ways be placed under the umbrella of the situationist 
movement4 who in the 1960s made people talk of the end of the ‘white cube’ as 
the museum was referred to (Nielsen 2002: 87). With the insurgence against the 
‘white cube aesthetics’, art moved out of the art museum, became more 
interactive and started to include the audience and the surrounding space to a 
higher extent. In many ways, the situationist movement was able to foresee the 
demands of the postmodern individual when they began to create projects 
relying heavily on site-specificity and temporality. Street art has many parallels 
to the situationists with its subversive practises and the way in which it involves 
the surroundings and takes the context into consideration. However, the fact 
that street art is an illegal intervention in the city space can be said to make it a 
media that not only makes use of the city, but actually conquers it and makes it 
into something new. It is thus not only a question of using the city, but just as 
much a question of autonomously using it on one’s own terms.  
 
No Rules – No Limits 
Street art is not the only artistic expression we find in the city, yet, it differs in 
many ways from the legal public art we see in urban space. According to 
Wooster Collective, street art is characterised by being uncommissioned 
(Appendix 6: l. 161), and the fact that it takes place outside the gallery system 
adds a level of freedom and rebellion to it. As Paul Notzold describes it: “I 
didn’t wanna deal with a gallery setting, I didn’t wanna deal with a curator, I 
didn’t wanna deal with someone else’s telling me I can and can’t do 
something… I wanted to put it out there and see what people would do.” 
(Appendix 5: l. 81-84).  
Street artists can in that sense be said to follow through their own ideas instead 
of being constrained by the standards and requirements that a gallery or a 
client would dictate. Working in this way also allows them to decide for 
themselves how, where and why they wish to display their art. Moreover, the 
                                                 
4 The Situationist International had its heyday during the 1960s and was led by Guy Debord 
among others. 
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work becomes characterised by a great deal of autonomy and freedom. By 
putting up posters, inserting images or redecorating objects in public urban 
space, the artists show that they do not believe in the established norms and 
laws of society. Their symbolic acts thus appear as a reaction against the city’s 
conformity and neat order. These commentaries can be more or less subtle, but 
most street art has elements of humour and irony in it. Likewise, it can be said 
that the mere act of deliberately putting up something where it is not allowed or 
meant to be is a commentary on society saying: “I don’t believe in your laws 
and I’ll do what I think is right”. Street art is thus characterised by a rebellious 
autonomy and an urge to speak up without asking first. There are no boundaries 
as to where and how one can express oneself, and the only limit to the 
expression is the imagination of the artist. We can therefore also gather that 
even though street art is characterised as being art, it cannot be compared to 
other kinds of public art that we generally find in cities, such as statues, 
sculptures and murals, since one of street art’s most prominent features is its 
unlawfulness and its illegitimate intervention with urban space.  
 
A Deliberate Outburst  
Artistic ideas seem to be a central element in the practise of street art, and 
some contemporary street artists primarily display their art because they like to 
express themselves artistically and not because they wish to revolt. However, 
many street artists seem to have a political agenda to their art as well, as they 
want us to become aware of the city we live in (Hedegaard 2007: 110).  
Street art is in this sense a communicative expression with an intention of saying 
something to somebody – whether that may be to give away an idea, 
impression or experience. In other words, just as all art forms are products of an 
intention to create and communicate something, so is street art. As Marc 
Schiller from Wooster Collective notes: “[…] it’s art that is ephemeral, 
uncommissioned that is being put by an artist on to the street to make a 
statement about, maybe the culture of the community or the need 
for…reclaiming public space.” (Appendix 6: l. 160-163). 
Street art is therefore not a random expression, and Marc further states that 
being a street artist involves having something to say (Appendix 6: l. 242). For 
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Wooster Collective, street art also implies a certain amount of creativity, 
originality and artistic quality in the projects. Street art should therefore not be 
confused with more ‘accidental’ art in the urban space, such as haphazard 
objects that come to form a beautiful sculpture by pure chance. In this sense, 
street art is not so much about the media or the expression in itself, but rather 
about the objectives behind it.  
 
Reaching Out and Sharing 
As described, street art can be found in urban space where it is visible to 
everyone – a trait that is shared with graffiti. But instead of being a claim for 
internal fame, as in the case of graffiti, street art aims to reach out for a wide 
audience and to attract the attention of fellow citizens, regardless of who they 
are. Michael De Feo says that street art is not “isolated to just a single group of 
people – a single income bracket, age group or race or language. It is literally 
for everybody, from homeless people to billionaires that can encounter the stuff 
and have an experience, which is very, very important.” (Appendix 3: l. 140-
144). He is thus very conscious about the fact that he places his art out where it 
is accessible to everyone instead of in a secluded space like a gallery.  
 
For Michael, the point about street art is to share your personal experiences 
and let others have an experience of their own: “[…] every project is different. 
Like with the underwater series, just sharing with people some of the 
experiences that I’ve had: scuba diving and what it feels like to be a hundred 
feet under water with shadows above you. You know a sense of magic, a sense 
of …” (Appendix 3: l. 174-178). Michael further explains that neither his art nor 
his life would make sense if he was not able to share his experiences with other 
people (Appendix 3: l. 438-440). 
 
There are many social aspects to street art and it seems as if one of the main 
agendas for the street artists is to establish a contact through their art between 
themselves and the general public. When they install their art at public display, 
they give the everyday users of the city a glimpse of their reality and innermost 
thoughts, and in this way reach out to them. In this way, street art creates 
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contact between people, which would otherwise not exist. Street art is in that 
sense characterised by a sociality that transcends the anonymity that otherwise 
dominates the urban landscape, and one can say that by displaying bits of their 
personalities in the city space, the street artists blow new life into the city and 
make it personal. 
 
Take a Look around You 
Through our interviews, we found that a common motivation for the street artists 
is the desire to entertain and surprise. Moreover, they wish to engage the 
perceiver in the city by encouraging him to make his own interpretations of 
what he sees and experience the city a little differently. By engaging the 
perceiver in the given work, new experiences of the city are conveyed, maybe 
even changing the way he sees the established urban space, by making 
contributions to this space and thus formulate new definitions of it (Hedegaard 
2007: 121). 
 
The motives of engaging people in the city are also expressed by our 
respondents, even though street art is just as much a personal project. When 
they decide to manipulate with urban space it is because they hope it will have 
an effect on the people who inhabit this space, as expressed by Michael: 
 
I want them [people] to get redirected. I like that the work is not a sales 
thing like advertising is. You know, I mean we all have these experiences 
where we have the same routine every day. You go to work, you go to 
school, you’re in the same paths. And to interject that with something like 
a surprise and offer a sense of magic or sense of play I think is really 
important. Hopefully, it gives people maybe a touch back to their magic of 
being a kid, you know. (Appendix 3: l. 151-156) 
 
Street art for Michael thus means invoking a new sense of the city, make it come 
alive and give people a break from their everyday routines. The aspect of 
breaking people’s routines is also expressed by Paul, who says that he captures 
people off guard in between their routines (Appendix 5: l. 287). The street 
artists thus use their art to catch the attention of people, interfere with their daily 
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routines and give them an unexpected experience. Street art thus meets people 
where they are, which is also why it has the ability to catch people off guard and 
give a sense of surprise.  
 
Dan Witz is conscious about the fact that street art can have an effect on people 
and that people may start seeing their city in a new light:  
 
I think that’s a side effect of what happens when you know street art is out 
there. I mean, you start looking at the city as a…you start opening your 
eyes a little bit looking at things…and then you know hopefully people will 
open their eyes and look at other things like the political situation or you 
know their obsession with the iPhone or whatever that is… (Appendix 4:  l. 
164-168) 
 
As it is also the case for Michael and Paul, Dan wishes for people to stay awake. 
Instead of always staying in the same paths, it seems as if the goal for the street 
artists is to wake people up and make them notice their surroundings. This can 
eventually make people see things from a new perspective or change the way 
they experience the city. Once people start noticing street art, they become 
aware of the fact that there are people living and breathing in the city, and the 
city becomes full of traces of life, instead of only appearing alienated or marked 
by conformity. Instead of only seeing the shiny surfaces of corporate buildings, 
the street artists wish to emphasise art and creativity and thus show another side 
of life. Street art is in that sense characterised by an interaction with the city that 
is meant to wake people up and invoke new experiences – both in the city but 
just as much of it. It tells a different story and adds new perspectives, and 
encourages people to become aware of the space they inhabit, the meaning it 
has and the people who occupy it.  
 
Concluding Remarks 
We have now outlined some of the most prominent characteristics of street art, 
as seen by some of the people behind it. Through this characterisation, we can 
therefore approach a definition of the media and the intentions behind it. 
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As an expression, street art has very few limits, as there are no rules and laws 
that guide it – only the boldness and creativity of its active participators set the 
limits for the expression. It is an art form that uses the city both as canvas and as 
part of its expression, and it is thus a media that can be said to make use of the 
city as well as it becomes part of it.  
As there are no rules or limits that dictate the media, the expressions behind it 
are endless. It is in that sense in the intention behind the art we find a common 
ground for the media, rather than in the actual art expression in itself. We see a 
common denominator for the media in the way it interacts with the city and the 
people who inhabit it, stirring, surprising and encouraging them to see the city 
a little differently. Rather than wanting to earn recognition, make a name of 
oneself and ultimately make a living of it, the street artist places his art in the 
streets to tell a story of the city in which it is situated, make a commentary on 
the society in which it is embedded or simply play a prank on people and wake 
them up or share a personal feeling or experience. It is in that sense a media 
that can be said to create unexpected and surprising experiences in the city, 
adding new perspectives on the city and the life that unfolds within it. 
 
4.2 Modes of Expressions 
Having characterised street art as a media, we now move on to describe this 
media in itself. Besides from the cultural and intentional differences between 
graffiti and street art, there are also aesthetic differences in the way street 
artists employ a wide range of styles and methods when expressing 
themselves. The street art media thus covers more than aerosol paint and 
territorial tags. Background media can be of importance – and can be anything 
from walls, traffic signs and trash cans to trains, abandoned houses, benches 
and lampposts. In the following, we will describe some of the most prominent 
styles and methods of the street art expression.  
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Wheatpasting and Poster Art 
Poster art is a form of adhesive art that uses the traditional poster art format, and 
is basically an art piece on a poster that is pasted on a smooth surface 
somewhere in the city. The posters usually consist of a graphic image made on 
newspaper thin paper. Posters allow the artist to disperse his art quickly, 
thereby hitting more spots at one time (Walde 2007: 9). Poster art is inspired by 
the advertising industry, which relies heavily on artistic approaches (Walde 
2007: 12). Examples of street artists working with wheatpasted posters are 
Shepard Fairey and Swoon.  
 
Swoon is a New York based street artist who specialises in life-size wheatpaste 
prints and white paper cut-outs of mostly human figures. Her work primarily 
consists of realistically rendered cut-out people, often her friends and family 
(Walde 2007: 142).  
 
        
Swoon cut-out © Copyright Swoon               Swoon cut-out © Copyright Swoon 
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Shepard Fairey has become a renowned and established graphic designer with 
his own design practise and magazine. In the mid-1980s, he came up with the 
Obey Giant series, which primarily consisted of posters and stickers. He still 
hangs his art in the streets under the ‘Obey’ moniker.  
       
Shepard Fairey poster                          Shepard Fairey sticker 
 
Sticker Art 
Sticker art is a form of street art in which the art or message is conveyed by 
stickers stuck on almost anything that can be found in a city, like lampposts, 
trash cans, doors and walls. Like posters, stickers can promote anything from a 
political agenda to current events, comment on a policy or issue or comprise a 
street art series, such as the Obey Giant one. The small stickers have the 
advantage over the poster in being small and easy to put up, cheap and easy to 
hide in a pocket, as opposed to the big, wheatpasted poster which is more 
difficult to handle. Moreover, they are very easy to produce on your own, as 
they can be printed from a home computer (Walde 2007: 16).    
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Sticker art on street sign     Sticker art on traffic lights  
 
Stencils 
An inexpensive and easy way to display street art is by the use of stencils. 
Stencilling is a technique for reproducing designs by passing ink or paint over 
holes cut in a template onto the surface to be decorated by text or images or 
both. Traditionally, stencils was widely used for political propaganda, however, 
the media has had a renaissance in recent years with street artists using them as 
a more creative expression (Manco 2004: 12). Since the stencil stays uniform 
throughout its use, street artists have the possibility of replicating images at a 
quick rate, earning more attention to the pieces. Moreover, it gives them the 
possibility of preparing their art at home and not in the streets, which makes it 
less likely to be caught in the act. One of the foremost street artists who started 
using stencils extensively is the UK based street artist Banksy who uses stencils 
to  create everything from large murals to small political comments.  
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Banksy stencil © Copyright Banksy     Stencil on brick wall       
 
Street Installations 
Street installations are defined by the use of 3-D objects that interacts with the 
urban environment. Once the object or sculpture is installed, it is left there by 
the artist. Examples of street installations can be found in the work of Mark 
Jenkins whose work primarily consists of casts made from his own body using 
clear packing tape. He installs these in the streets, as for example in the ‘Embed 
Series’ from 2006. In this series, Jenkins dresses his life-size tape casts in 
clothing to create realistic sculptures, which he installs in various positions in 
urban environments – stuck into traffic cones, trash cans, etc. 
     
Street installations © Copyright Mark Jenkins        
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Culture Jamming 
Culture jamming is a form of media activism that relates in opposition to 
popular culture and commercialisation. By using an already established media, 
culture jammers employ and imitate commercials or logos to convey subversive 
messages (Hedegaard 2007: 128). Due to the tampering of the intended 
message, the expression becomes distorted. This form of street art relates to 
contemporary consumer culture, and at the same time it criticises the consumer 
culture by using its own language and visual strength. Culture jamming can in 
this sense be said to be part of the phenomenon that it is trying to criticise.  
 
A global network of culture jammers is operating under the foundation called 
Adbusters whose proclaimed goal is “to topple existing power structures and 
forge a major shift in the way we will live in the 21st century5. Adbusters 
furthermore publishes a magazine and have become well-known for their many 
campaigns.  
    
Adbusters billboard © Copyright Adbusters             Comment by Vinchen  © Copyright Vinchen 
 
     
 
 
 
                                                 
5 www.adbusters.org/about/adbusters (visited 17.06.2008) 
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4.3 The Urban Setting 
We have now described some of the more established modes of expressions 
that characterise the street art media, but new ways of catching the public’s 
attention constantly arise – whether the motives may be political, anti-
commercial or a need to entertain or reclaim public space. Some of these 
interventions can be hard to categorise, such as the act of hanging shoes on a 
wire or installing a vending machine only full of good ideas to pop out. The 
common feature, however, is the fact that the artists use public space as a 
means to reach other people, as well as they use the city as both canvas and 
media for the art. The city thus has a significant role for street art, as it is its 
canvas, context and setting, making the city a collaborator and an active part of 
the experiences created by street art. The urban setting is therefore one we will 
have to consider, both when analysing street art, but also when planning 
experiences using the street art media.  
 
When talking about the city, we cannot separate it from the way it is shaped by 
human life. In this sense, the city can be said to be communicated through 
symbolic representations (Aspen et al.1997: 6). By this we mean that we can 
only make sense of the city through its representations; the form of the city, its 
architecture and its visual expressions all tell a story of what kind of city we are 
dealing with. Therefore, the idea of the city is constructed both through the form 
of the city itself as well as through the narratives about it (Aspen et al: 32). Even 
though the discourses of a city can be more or less agreed upon, a city is 
subjectively constructed by all of those who use it. It is in other words our own 
stories about the city that determine how we see it and understand it.  
 
Returning to the thoughts of postmodernity, street art can in many respects be 
seen as being caught up in the postmodern condition. It is a fragmented and 
temporary expression that can become a marker of identity for both artist and 
audience. The street artists leave small, visual representations around the city, 
which can be used to tell a story of who they are, how they feel and how they 
see the world. It is a public display of identity, and a way of letting people know 
what kind of world view they subscribe to. In that sense, street art can be seen 
as an identity project carried out and displayed in public space.  
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However, just as street art can be seen as an identity project of the artist, it can 
also be seen as an identity project of the perceiver. Adhering to street art can 
be a way of constructing one’s identity, showing what ideals and beliefs one 
subscribes to. It can be a way of presenting oneself as being ‘underground’ and 
bohemian, as well as being part of a certain tribe. In that sense, the mere 
adherence to the street art media can become a marker of identity, and it in that 
sense not just an identity project of the artist.   
Lastly, we can see street art as a means to redefine the city. The visual 
representations that are exhibited in the urban space can be said to create an 
urban story, instigating new definitions and interpretations of the city. However, 
as this is an aspect that can be said to be a big part of the street art experience, 
this will be elaborated more in the following. 
 
The Grid 
Though we view street art and the city in the light of postmodernity, the city is in 
many respects a very modern construction. As Bauman describes it, the city is 
in modern terms a utopian space designed with the purpose of creating order, 
cogency, transparency and predictability with the purpose of filling people with 
awe. The physical space that was constructed in cities came to imitate maps, 
rather than indulging in the real physical space (Hviid Jacobsen 2004: 240). The 
construction of the city was thus also the construction of a story – a tale of a city.  
 
One example of this is New York City, a city that can be said to have born out of 
the meticulous lines of a ruler. In the early 1800s, New York City was thriving 
due to economic power, and was rising to become one of the greatest centres of 
shipping and commerce in the world. There were, however, still two major 
obstacles that prevented the city from growing into its full potential: the rugged 
landscape of Manhattan and the inaccessibility from the city to the rest of the 
American continent. In order to bring order to the chaotic growth, a plan for the 
development of the island was worked out (Burns & Sanders 2003: 53). The plan 
was presented as a vision that would shape the future of Manhattan entirely: a 
single giant grid, 155 streets long and 12 avenues wide, covering almost all of 
Manhattan Island with more than 2000 blocks (Burns & Sanders 2003: 53-54). 
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Ordering the city in such a way made it easier to distribute city space, and 
transport goods in and out of the city. New York as a city was in this sense 
shaped by the project that narrated its future – it was to become the greatest 
city of commerce and trade in the Western hemisphere, a capitalistic 
metropolis.   
 
One may say that the cogency of modernity still exists in the urban landscape in 
the shape of the physical city today, however, the way we perceive it and 
interact within it has changed. It does therefore not make sense to regard the 
city as having one identity or one single future as it was the purpose with the 
creation of the grid. Where the city in modernity can be said to have been 
representative of a grand narrative, it is now subjected to the small, individual 
narratives that people use to construct their identities. The city is no longer 
thought of as a stable, solid entity with one meaning. Instead, people construct 
their own ideas and stories about the urban landscape they inhabit.                                                                                                                                    
 
Non-Places 
The city is marked and formed by the way people act out their lives in 
contemporary time. According to Bauman, the solid form that was projected by 
modernity has been transferred into liquid shapes (Bauman 2000). Bauman’s 
thinking corresponds to that of Marc Augé who believes that contemporary time 
is dominated by a fragmented, liquid and incoherent picture of the world, which 
is manifested through time and space (Augé 1995: 30). Today, we are able to 
reach more and more places in a shorter time, which entails more and more 
transit places for people to pass through. This leaves us with a vast amount of 
surplus spaces, which Augé terms non-places. Augé defines these non-places as 
anonymous places that are devoid of any contents: “If a place can be defined as 
relational, historical and concerned with identity, then a space which cannot be 
defined as relational, or historical, or concerned with identity will be a non-
place” (Augé 1995: 78). A non-place is thus characterised by a lack of symbolic 
expressions of relations, history or identity, and is in this way devoid of any 
cultural contents or meaning.  
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Even though non-places can be exemplified by hotels, airports, highways, 
shopping malls and other consumption spaces, the borders between places and 
non-places are still somewhat fluid and vaguely defined. Augé deals with this 
by saying that places and non-places never exist in their pure form, as they 
usually seem to overlap each other (Augé 1995: 79). However, even though 
non-places cannot be found in their pure form, many places hold the 
characteristics of a non-place, as almost all places can be described in terms of 
their absence of history or identity. Both Bauman and Augé describe a condition 
where people frequent urban space in a condition of solitude and restlessness. 
In this relation, non-places are described as a form of transit zones where 
people do not have any connection with the place or each other, making the 
place purified of value and empty of contents (Augé 1995: 100). The description 
of non-places can thus be seen in relation to the description of the urban nomad 
who wanders the streets in a search for meaning. In Bauman’s theory, both 
people and places, which are imbued with the postmodern condition, are thus 
marked by rootlessness, no relations and a minimum of social interaction. Non-
places are thus all around us as we make our way through the city – they are the 
empty and meaningless city spaces, devoid of cultural content.  
 
The Network 
The city can in many ways be said to be situated in a physical context that 
echoes the thoughts of modernity. However, some of the city’s features that 
were prompted by modernity have today gained a fragmented and liquid 
nature, and much city space is now purely functional, or can be characterised as 
non-places that are empty of meaning. Street art can in many ways be seen as a 
means for people to add meaning and value to the places that seem to have 
none, and can thereby be seen as a reaction against the city’s empty spaces. 
The illegitimate manipulation with urban space can be seen as a rebellion 
against the city’s conformity and anonymity: if there is no story or content to the 
given parts of the city, the street artists add one through their installations and 
interventions. In this sense, street art tells a story in the city, as well as it 
becomes a living story of the city.  
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Street art as a story in the city generates a sense of network that goes beyond 
the physical limits of the city. It gives the individual an opportunity to create his 
own urban story when he encounters a street art piece, thereby adding 
meaning and value to the experience. Moreover, the network that street art can 
be said to generate is not only limited to the physical expression in itself, but 
also the people behind it as well as the ones who perceive it. The street artist 
invites the perceiver into his life by opening up for his internal state and using 
the city as an extension of his private sphere. In other words, he reaches out to 
his fellow urban citizens, thus creating a human contact where there would 
otherwise not be any.  
Moreover, identical street art pieces that pop up in various, random places in 
the city give these places a common identity and create a sense of coherence. 
In that sense, street art also becomes a story of the city in the way that it creates 
an extended, urban narrative. The city – its life, identity, history and future – is 
constructed through the stories we tell about it and the way we use it. However, 
street art adds another layer to this construction; it generates stories within the 
story and facilitates networks in the city space. Moreover, it dissolves the grid 
of the modern construction that the city is by transforming its rigid constituents 
into vivid and animated objects that tell stories and generate experiences for 
the ones who perceive them. When we speak of a network we thus mean that 
street art enables people to be connected with each other; to be connected to 
the city they live in and to other people who perceive of the city in the same 
way as they do.  
 
Concluding Remarks 
We have now given a characterisation of the street art media as well as the 
context in which we find it, namely that of the city and that of postmodernity. We 
have seen that the street art media is a media that contains and endless array of 
expressions, and that it is a media that constantly evolves and changes. 
However, as a common denominator for all street art we find the city, which 
both can be seen as part of the actual art work as well as the media for its 
display. Still, street art does not only appear as an urban art work. It can also be 
said to add a sense of identity to a liquidated city space as well as it furthers 
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new meanings and interpretation of the city and its context. In that sense, it also 
creates a new experience for the perceiver – an experience that we in the 
following will take a closer look at.  
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5 // The Meaningful 
Experience 
 
We have now established that the street art media is a media that has the ability 
to create experiences in urban space – experiences that, we claim, can be used 
strategically for planned communication. However, the question remains: how 
can an experience communicate anything? Is it anything but a tingling sensation 
or indefinable feeling? In the following, we will describe what we understand 
by an experience, how this can be seen as meaningful and how we see it as 
able to communicate intended messages.  
 
The Experience Field 
In Danish academia, it has become customary to talk of experience 
communication as a separate field in communication theory, namely as 
‘oplevelseskommunikation’. This, however, is a term and a distinction that only 
exist in Danish. We have decided to translate ‘oplevelseskommunikation’ into 
‘experience communication’, even though this translation poses some lexical 
problems, which we shall return to later.  
Experience communication as a field is closely connected to what has been 
termed ‘experience economy’, and the majority of the literature dealing with 
experiences has experience economy as its focus. However, even though the 
two are intertwined, a distinction can be made: experience economy can be 
said to focus on consumers and how these can be made more prone to purchase 
given products with the aid of experiences as part of the purchase. In other 
words, experience economy always has a commercial agenda when integrating 
experiences as part of the product or purchase. Experience communication, on 
the other hand, is not a question of commercial strategies, but is rather a 
question of using the experience as a media in order to communicate specific 
messages or information. Experience communication operates from the 
premise that the experience will make the perceiver more susceptible to the 
communication in question, and is thus seen as a new and more personal way to 
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communicate to a target audience. In this sense, the distinction between 
experience economy and experience communication lies in the intention – 
experience economy makes use of experiences with a commercial purpose in 
mind, whereas experience communication strives to communicate rather than 
sell goods. 
 
A Time to Experience 
We have previously described the contemporary as permeated by the 
condition of postmodernity. As a form of communication, experience 
communication can be said to accommodate the needs of the postmodern 
individual, as it brings forth elements that the individual can structure his life 
around. It is a type of communication where the receiver is met on his own 
terms, thus matching his increased demand for meaning, stories and identity 
(Ørnbo et al 2004: 61, 68). This constant demand for experiences leaves 
communicators with the challenge of constantly coming up with new media and 
new modes of expressions in order to reach their audience. Considering the 
focal point of this thesis, this is where we see the potential in street art: as a 
media for communicative experiences. However, before we can establish how 
street art be transformed into a media for experience communication, we will 
have to take a closer look at this experience and approach a definition of it. 
 
5.1 What is an Experience? 
As mentioned in the introduction to this chapter, we have translated the Danish 
term ‘oplevelseskommunikation’ into ‘experience communication’, even though 
the English language can be said to have some shortcomings when it comes to 
the lexical definition of the word ‘experience’. In our definition, the experience 
is more varied than the English word implies, and covers a greater lexical span 
than just ‘experience’. We have therefore decided to adopt the German 
distinction between Erlebnis and Erfahrung6 in order to illustrate the different 
facets of the experience and to distinguish between the experience and the 
meaningful experience.  
                                                 
6 As done by Boswijk et al. 2007. 
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We thus distinguish between two levels of the experience:  
1. The Experience (Erlebnis):  
2. The Meaningful Experience (Erfahrung):  
 
Seeing the experience in this way allows us to see it from a bodily as well as a 
cognitive perspective. Erlebnis can be defined as the actual experience – it is 
the immediate, relatively isolated occurrence as it is felt or sensed by an 
individual at a certain point in time; what we see, feel or hear provoke emotions 
that lead us to have an immediate experience, based on the impressions we 
have sensed  (Boswijk et al. 2007: 22). The immediate experience therefore 
refers to the way we sense the world through our bodies before it is reflected 
upon and constructed into something meaningful. Erfahrung, on the other hand, 
involves an aspect of awareness where the individual finds out how he relates to 
the given experience through cognitive and interpretive activity. It is therefore 
in the Erfahrung that the experience is comprehended as a coherent and 
meaningful whole (Boswijk et al. 2007: 24). We deduct meaning and knowledge 
from the experience, based on the situational and social context of it as well as 
our own preconditions for understanding. The knowledge that we gain from this 
experience is therefore also a subjectively understood knowledge that is not 
only context dependent but also individually dependent.    
 
The Process of Experiencing 
The experience can thus be said to comprise of two levels of understanding, 
where the first level entails the immediate, bodily understanding of the 
experience, and the second level the reflective and meaningful understanding 
of the experience. In that sense, the experience can also be seen as a process 
that takes the individual from one level to the other (Boswijk et al. 2007: 20):  
 
 
 
 
 
sensory perception 
↓ 
emotion 
↓ 
experience (Erlebnis) 
↓ 
meaningful experience (Erfahrung) 
↓ 
giving meaning 
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The first step of the experiential process is the sensory perception. We see, 
feel, hear, touch, taste or smell something that makes an impression on us – the 
first step in encountering something out in the world. An experience will 
therefore always include the sensory apparatus to a certain extent, as it is the 
precondition for hearing, seeing and altogether sensing everything around us. 
Without the use of one or more senses, we would not be able to perceive the 
world around us or to make sense of it at all.  
 
Sensory perceptions lead to emotions that we use to evaluate our impressions. 
Emotions can in this sense be seen as a way of processing information (Boswijk 
et al. 2007: 21), and are a vital aspect of the experience, as they direct our 
immediate understanding of the experience and determine what the 
experience means to us: is it a good or bad experience, is it one I will seek out 
again, or will I avoid it for future reference? This awakening of the senses is thus 
a way for us to ascribe meaning to the world around us. We do not only receive 
sensory impressions, but also unconsciously interpret these impressions in the 
light of earlier experiences we have had (Boswijk et al. 2007: 21). What forms 
the immediate experience (Erlebnis) is in that sense the combination of 
emotions and feelings that are sparked by the impressions we have perceived 
(Boswijk et al. 2007: 23).  
 
The Erlebnis and the immediate reaction we have from it form the basis for the 
ensuing evaluation of the experience and the meaning we construct about it, 
thus turning it into Erfahrung. When the Erlebnis is dwelled upon and 
constructed into a coherent whole, we can evaluate what the experience means 
to us and draw conclusions on the experience, whereby it becomes a 
meaningful experience. The meaningful experience (Erfahrung) differs from 
the immediate experience by involving an awareness and thus also a learning 
component where the individual finds out how he should relate to the 
experience (Boswijk et al. 2007: 24). The experience can be said to have the 
potential of poking to the understanding we have of something and leading us 
to evaluate and draw new conclusions. As a media, the experience can 
therefore be described as invasive in the sense that it interferes with our 
established understanding of reality.  
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To illustrate the process of experiencing, we can return to one of Mark Jenkins’ 
tape-mould sculptures – for example the figure with his head through the wall. 
 
Encountering the figure in the street, we 
use our sight to see and perceive the 
sculpture. It may invoke an emotion of 
shock or surprise, raising the pulse a little, 
not realising that one is looking at a figure 
and not a real person. However, once the 
immediate reaction settles, one starts to 
reflect on the impressions one gets: “it is 
not humanly possible to stick one’s head 
through the wall, therefore, I must be 
looking at an installation of some sort”. 
This leads to an evaluation of the 
installation, based on the actual experience and one’s preconditions for 
interpretation. This evaluation is thus a subjective understanding of the 
sculpture and its meaning and intention, which can be seen as everything from 
humorous to repulsive, depending on the one who experiences. Erlebnis thus 
lies in the actual, bodily experience of unexpectedly encountering the figure, 
whereas Erfahrung lies in the recognition and evaluation of this meeting. 
Whether one renders the meeting amusing, shocking, or enlightening is 
subjectively dependent and difficult to predict.  
 
Defining the Experience 
Having gone through the process of experiencing, one can claim that we are 
still short of defining the experience as an isolated phenomenon. However, as it 
is always subjectively experienced and understood, we can conclude that the 
experience in itself as such is indefinable. The meaningful experience cannot 
be said to exist before it is experienced and processed by someone, and can 
therefore never be said to be exactly the same from one individual to the other. 
The meaning of the experience is generated in an interrelation between the 
media for the experience, the context for the experience and the one 
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experiencing, conjuring up an experience that is subjectively understood and 
differently perceived by all. In defining the experience, we must therefore turn 
our attention to the impact and the effect it has on the perceiver and the way the 
perceiver makes sense of the experience. We can thus establish that the 
experience is subject dependent in the sense that there must always be a media 
for the experience as well as someone who has an experience based on this 
media, provoking emotions that are dependent on the perceiver, his past 
experiences and social context, leading to an individual assessment of the 
meaning of this experience. 
 
Having defined the experience as subjectively understood raises several 
challenges when using the experience as a communicative media for intended 
messages. The purpose of planned communication lies in the ability to direct or 
control the messages in order to give away an intended meaning. In order to 
see how the experience can be used strategically for communicative purposes, 
we must therefore seek to isolate the phenomenon from its perceiver and look 
for the individual constituents that make an experience and thus also a 
communicative experience.  
 
5.2 The Communicative Experience 
The objective of this thesis is to come up with means by which it is possible to 
create communicative experiences, that is, not just experiences, but 
experiences that communicate a certain intention or a certain message. As we 
have established, the experience is a subjective phenomenon that entails a 
processing by the perceiver. However, this makes it increasingly problematic 
to communicate anything intended. In the following, we will look into how the 
experience can be used as a media for planned communication, and how the 
process of experiencing corresponds with the process of communicating.  
 
The Communication Process 
When talking about communication we are not talking about communication in 
general but only what we refer to as planned communication, which is 
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communication that has the purpose of conveying certain information or a 
certain message from a sender to a receiver. This we can boil down to a simple 
Sender-Message-Channel-Receiver model (Windahl & Signitzer 1992: 6). Taken 
literally, the model implies a linear transmission where a sender delivers a 
message to a receiver through a given media. However, this rigid interpretation 
of the communication process comes to a short when talking about experience 
communication. In fact, the linear model can rather be said to describe the 
sender’s intention with a given communication act, as it leaves the actual 
process of communication unexplained.  
Adhering to the ideas of the Uses and Gratification theory, we depart from the 
hypodermic needle thinking, where messages are thought to be transferred 
unaltered from sender to receiver. Contrary to this thinking, we see the 
communication process as being dependent on the interrelation between the 
different actors in the process. In the following, we will consider how the 
different actors in the process come into play, what their influence on the 
process is and ultimately how this relates to the experience as a means of 
communication.  
 
Sender 
The sender is the one who wants to give away a certain message for a certain 
purpose, that is, the one who has an intention behind the communication 
process. However, as described above, the sender cannot inject his message 
into the receiver, without any transformation of the message taking place. The 
message as understood by sender is thus not necessarily as it is understood by 
the receiver. The sender can in that sense only try to control how the message is 
received and understood, however, the message will ultimately always be 
dependent on the receiver’s interpretation it.  
 
Message 
The message is the intention behind the communication act, the information that 
the sender wants the receiver to have in order for him to act accordingly. The 
message is thus from the sender’s perspective sought to be delivered to the 
receiver with a specific intention. To the receiver, on the other hand, the 
message is only perceived in the process of communication. It can thus never 
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be predicted how the receiver receives the message, only with a certain 
amount of probability.  
 
Channel and Media 
Windahl and Signitzer distinguish in the communication process between 
channel and media. In their terminology, the channel is synonymous with “the 
physical means of carrying the signal” (Windahl & Signitzer 1992: 11). The 
communication channel thus has little to do with meaning, but rather refers to 
the capacity to carry information. The media, on the other hand, is the 
intermediate agency that enables communication to take place through the use 
of one or more channels (Windahl & Signitzer 1992: 11).  
 
Receiver 
The receiver is the terminal actor in the communication process, and it is the 
way receiver understands the message that determines the outcome of the 
process. Even though there will always be an intended message behind the 
communication act, the message is always dependent on the receiver’s 
interpretation of the given message, and thus always subjectively understood 
on the basis of the receiver’s life situation, social context and past experiences. 
It is thus not a question of what the message does to the receiver, but rather a 
question of what the receiver does to the message (Sepstrup 2003: 29).  
 
Experience Communication – a Matter of Co-Production 
Having established how we understand the communication process in practise, 
we will now move on to talk about how the communication process comes into 
play when talking about experience communication. When we consider the 
sender in relation to experience communication, there is no difference between 
the sender in this type of media than in any other; it is still a matter of the 
intention behind the message. However, when we are talking about the 
message, it is in experience communication the receiver’s interpretation of the 
message that is the focus of the communication process, as the message can be 
claimed not to exist outside receivers’ comprehension of it. By this we mean that 
in order for the message to be delivered from sender to receiver, the receiver 
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must generate his own understanding of the message based on his meaningful 
experience. In that sense, the message, as it is understood by the receiver, 
cannot be said to exist before it is experienced and internalised. We believe 
that the ultimate goal when planning experience communication therefore lies 
in creating an experience that gives away the message intended, or as close as 
possible to the message intended, regardless of the receiver’s predispositions 
for interpreting the experience.    
 
When integrating the experience in the communication process, the experience 
becomes the media in this process, whereas the channel is the solid 
constituents of the experience, i.e. lights, monitors and sound effects. As a 
media, the experience differs greatly from the more traditional communication 
media such as brochures, pamphlets and television-spots, as it is far more 
intangible and indefinable. Rather than communicating meaning through the 
verbal language – written or spoken – it communicates to our senses and 
feelings, and thereby addresses the communication directly at us as 
individuals. We therefore see it as a type of communication that takes point of 
departure in every single individual and his understanding of the world. In that 
sense, experience communication recognises the fact that we all see, feel and 
understand the world differently, and therefore also receive and understand 
messages differently. Rather than trying to reach a limited target group in a 
standardised manner, experience communication seeks to reach each 
individual in the target group on his own terms, giving all members of the target 
group a chance to add an extra layer of meaning to their lives, namely the 
message as it is individually felt, sensed and understood.    
In that sense, the receiver can be said to be the bearing actor in the experience 
communication process. The message, as we have established, only exists in 
terms of the one perceiving it, and the communication process can therefore not 
be said to be complete unless the receiver decodes the message from the 
experience. As we see it, experience communication thus becomes a matter of 
co-production; before we can talk about a successful transmission of message 
from sender to receiver, the receiver will have to actively co-produce the 
message, based on the way he understands it from his meaningful experience.  
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From the application of the Sender-Message-Channel-Receiver model to the 
experience, we can gather that experience communication is subjected to the 
same rules and principles for communication as other and more traditional 
types of communication; we still need a sender who has an intended message 
that he seeks to deliver to a certain receiver through a channel and media, in 
this case the experience. However, experience communication differentiates 
itself in its focus on the receiver as the primary constituent in the chain of 
communication – without the receiver’s engagement in the experience the 
message is never actualised, and thereby remains unsent from sender. We can 
therefore conclude that the epitome of meaningful experience communication 
lies in the engagement of the receiver in the communication process, as it is 
only when receiver is engaged in the communication process that the message 
becomes actualised. Returning to our understanding of the experience as a 
process, we can thus gather that the experience has to become meaningful 
before the message behind is actually comprehended by receiver. However, 
both levels of the experience will have to be considered when planning the 
communication act, as one cannot have an experiential sensation without an 
awareness of this sensation, and likewise, one cannot have an understanding of 
the given experience without actually experiencing it.  
 
5.3 Designing the Communicative Experience 
We have now established that the experience is always subjectively understood 
by the receiver. In other words, we have defined the experience by the effect it 
has on its perceiver. This makes the experience difficult to handle as an isolated 
phenomenon, as we cannot separate it from the one who experiences it. 
Nonetheless, we would now like to take a different approach to the experience, 
and consider it from the communicator’s point of view when he is faced with the 
task of designing communicative experiences. One of the main objectives with 
this thesis is to come up with answers to how street art can become a media for 
communicative experiences. It is therefore necessary for us to investigate what 
an experience can be said to consist of and how it is created. As concluded in 
the previous, the epitome of communicating through an experience lies in the 
engagement of the receiver in the experience. In the following, we will take a 
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closer look at how the experience can be designed, by deducing a number of 
experiential elements that can be used as means to engage the perceiver. This 
entails that we will consult literature that has a more practical approach to the 
experience than the literature used so far. From this literature, we will extract 
six central elements that can be used when creating an experience, thus 
presenting us with an actual experience design. This experience design will be 
used in our analysis of the chosen street art series, in order to find out how the 
individual works create experiences, and how they engage the perceiver by 
making use of the experiential elements from our experience design.  
 
Sense Stimulation 
An essential experiential element to consider in the experience design is sense 
stimulation. When talking about sense stimulation, we are basically referring to 
our five senses through which we experience the world, namely by hearing, 
seeing, touching, tasting and smelling. As previously described, our bodily 
sensing of the world comes before our cognitive realisation of it, and sense 
stimulation is in that sense the initiating step in experiencing and understanding 
the world. The epitome of designing an experience must therefore lie in this 
stimulation of the sensory apparatus, thus initiating the experience on the level 
of Erlebnis. It can be said that the more the senses are stimulated, the more 
intense the experience becomes. When several sense impressions are 
incorporated in the experience, the possibilities for perception and 
engagement are increased (Ørnbo et al 2004: 106). In that sense, we can say 
that the more the sensory apparatus is stimulated when communicating through 
an experience, the more likely the perceiver is to engage himself in the 
experience and internalise the intended message. 
However, it is possible to talk to the senses to a greater or lesser extent, and no 
matter how intentional this stimulation will be, the senses will always be part of 
the experience. It is thus a given that sense stimulation in one way or another 
will be part of the experience communication design, the question only remains 
how and to what extent. Since sense stimulation can be said to be unavoidable 
and therefore more or less covers everything, it makes more sense to look at 
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other and more direct ways to speak to the perceiver’s emotions, summoning 
him to engage himself in the experience. 
 
Surprise 
Even though the awakening of the senses seems to be the epitome of 
experience communication, there are several other means by which we can 
engage the receivers in the experience. One way to do this is by enhancing the 
unpredictability that an experience is marked by. One can claim that it is the 
unpredictability of encountering and experiencing that leads to the emotions 
and feelings that ultimately determine the experience per se. When something 
is seen and experienced for the first time, it becomes special and unique, and 
therefore engages the perceiver more than if the experience is well known. In 
other words, the experience becomes devaluated by too many repetitions 
(Lund et al 2005: 20). Moreover, the unpredictability of an event can add an 
extra layer of excitement to the experience. When the experience takes an 
unexpected turn or when something is encountered in an unexpected manner, 
we see and experience in a new way than before (Lund et al 2005: 20). In this 
sense, the experiential elements of surprise and unpredictability are valuable 
tools that can be augmented strategically when seeking to engage the receiver 
in the experience. 
 
Telling Stories  
According to Pine and Gilmore, one of the most essential ways of 
communicating through experiences is through well-defined themes, which is a 
strategy that is used by for example restaurants, retail stores and companies to 
stage experiences (Pine & Gilmore 1999: 46). In other words, to theme an 
experience means scripting a participative story (Pine & Gilmore 1999: 48). In 
the example of a restaurant, this entails staging everything from architecture, 
décor and inventory to café menus and the behaviour of staff into one coherent 
expression or story. In order for a theme to be engaging, it must alter the 
guest’s or receiver’s sense of reality in the same way that for instance a film can 
engage its audience by creating a new realities. By integrating time, space and 
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matter into a cohesive whole, a story or a theme is created and a new sense of 
reality arises (Pine & Gilmore 1999: 50). When the communicated is centred 
around a certain theme, authenticity is added to the story, which provides the 
receiver with something real to relate to. Storytelling can thus be used as a 
strategic tool when designing an experience, as it is often used to make 
consumers more susceptible to a product (Lund et al 2005: 27). The challenge, 
however, lies in making the story engaging enough to make people identify 
with it. In order to do that, we gather that the story needs to be relevant to 
people’s own lives so that they can use the story as part of their own story and 
participate in the storytelling.  
 
A Sense of Community 
To experience is, as we have already touched upon, an individual assessment of 
sensory impressions. However, even though the experience is subjectively 
understood, there can still be said to be a social dimension to the experience as 
well. Being together with other people adds meaning to our lives and gives 
substance to our values. People can be said to cultivate their social lives out 
where it is on display for everyone to see, making the social life a sort of staging 
of the self. Seeking out experiences is therefore also about staging oneself and 
forming a story that consolidates one’s identity (Lund et al: 26). This means that 
meeting other people and being social allow for you to identify with other 
people and to manifest yourself within a group. Our identity and the stories we 
centre our lives around can thus be strengthened through our social life and can 
provide us with a sense of belonging. We can thus gather that the social setting 
of the experience is both important and beneficial to use when seeking to 
engage the individual in the communication process, since meeting other 
people and sharing values give the receiver an opportunity to stage himself and 
manifest his identity. 
 
Active Involvement 
As earlier mentioned, it is the receiver who is the most prominent party in the 
experience communication process, which is also why it is essential that he is 
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engaged in the experience and thereby also the communication process. We 
have described stimulation of the senses and the creation of stories as ways to 
engage the perceiver in the experience. However, stimulation through for 
example storytelling can be said to be a very mental stimulation, where the 
receiver’s involvement and thereby engagement in the experience can be 
difficult to control. When adding an element of physical involvement in the 
experience, however, the communicator in question can be sure to catch 
receivers’ attention and thereby engage him in the experience. Moreover, an 
active involvement of the body in the communication process makes the 
communication more efficient (Ørnbo et al 2004: 111). This means that the more 
the receiver is involved in the experience, mentally as well as physically, the 
more prone he will be to engage himself in the communication process and thus 
intercept the message. 
 
Staging of the Self 
The postmodern individual can be said to have an increased demand for 
products and brands that exude identity (Ørnbo et al 2004: 58). This means that 
the staging of the self is a matter of creating identity: we send signals to the 
outside world about our taste, opinions and our lifestyle in general. 
Experiences can be used to support a consistent image of who people are, how 
they define themselves and what they want to signal to the outside world. By a 
certain branding or design, a product can communicate values, convictions and 
lifestyles that the consumers adopt as part of their identity. Experiences or 
elements of experiences are therefore used to construct our identity when they 
signal our emotions, attitudes and values (Lund et al 2005: 17).  
In this sense, experience communication falls in line with the thought of the 
grand narratives as having lost their validity and function of structuring 
principles of our lives, as it has its basis in the smaller narratives that we use to 
constantly overwrite our palimpsest identities with. Therefore, experience 
communication can be said to be a type of communication that deliberately 
speaks to our demand for stories that can help us assert and redefine who we 
are and who we want to become. Moreover, the deliberate stories can come to 
have an ordering function in our lives – at least for a short while, until we find a 
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new story to adhere to. In this sense, the perceiver is likely to engage himself in 
the experience if it speaks to him directly – that is, when it supports the image 
he has of himself.   
 
Concluding Remarks 
We have now described some of the ways to engage the receiver in the 
communication process.  All experiences can be said to speak to the senses, 
and the more senses that are integrated in the experience, the more 
memorable it becomes. Moreover, a certain level of physical activity and 
involvement increases the engagement in the experience, making learning and 
comprehension more probable. Themes and stories can be used to create a 
new sense of reality that the receiver can absorb himself into, and elements of 
surprise and unpredictability adds an extra layer of excitement and 
engagement to the experience. Moreover, the receiver can be engaged in the 
experience if it provides a social setting and a chance to stage himself and 
consolidate his identity.     
We can thus deduce that when designing an experience, it is not so much about 
the actual expression of the experience – it can be everything from a rock 
concert or bridge tournament to an interactive playground or a virtual learning 
site. The key element of the experience is that it engages the perceiver and 
offers added value that the perceiver can use in his own life.  
The experience must therefore be a setting, event or action that in some way 
activates the receiver to engage himself in the communicated, thus enabling 
him through the experience to make the communicated message his own, so to 
speak. Through the experience, the engaged receiver internalises the given 
communication and generates his own meaning and message from the 
communication act. When seeking to engage the receiver in a communicative 
experience, the communication planner will therefore have to consider both 
target audience as well as the message in question, before he decides by what 
means he will seek to engage the receiver and thus design the communicative 
experience. In other words, an experience design can be made using some of 
the above described elements, however, the question of which elements that 
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will be used and to what extent will always depend on the given communication 
effort.  
 
5.4 Our Linguistic Vocabulary  
Having established what to consider when designing an experience will 
ultimately help us answer how street art can be used for planned 
communication. Moreover, it gives us a chance to verbalise the experience 
from our three different street art series respectively when looking at the 
respective experiences the works create as well as how they can be said to 
engage the perceiver in the experience. However, before we do this, we will 
more concretely have to find out how this experience is created. In the 
following, we will present the tools, which we will use to reach this conclusion 
through our analysis.  
 
In the previous, we concluded that the receiver in the communication process is 
an active co-producer of the message and its meaning. However, when we have 
to analyse communication and meaning processes of street art, it does not make 
sense to view meaning as an entirely subjective construction, since we assume 
that communication always holds a purpose and an intended meaning. In order 
for us to analyse how street art creates experiences, we must first find out how 
street art is able to form meaning: in what way does street art communicate and 
how can the experience be read as meaningful?  
 
Signs 
As a means of communication, street art differentiates itself from other 
communicative expressions, both in respect to how it includes the context and 
how it is met by its audience. Furthermore, in many cases, street art appears as 
a mere aesthetic expression, whereby we can question to what extent it is 
possible to communicate an intended meaning. Street art is thus a distinct 
communicative expression that is different from more traditional ways of 
communication. In our analysis, it is our intention to point out how street art can 
create meaningful experiences – experiences that arise in the collaboration 
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between street art and the city. We therefore wish to juxtapose the expressions 
of the city with the expressions of street art in order for us see these two 
different media on equal footing. In other words, we view both street art and the 
city and as constituents of a language, or, more precisely, signs from which it is 
possible to read and analyse meaning.  
 
A sign is used to ascribe meaning to the world. In broad terms it can be 
described as an entity that carries meaning. In his linguistic theory, Ferdinand 
de Saussure operated with dual sign systems as the key concept. He described 
the sign as dual in the sense that the sign was both seen as the sound or image 
in itself as well as the thing it referred to. Saussure formulated this dual 
relationship in his linguistic theory in the concepts of signifier and signified 
(Saussure 1998: 7). The signifier refers to the actual form in which the content is 
expressed, which can be a sound, image or simply a word. The signified, on the 
other hand, refers to the concept or idea of the sound, image or word (Saussure 
1998: 67). Saussure noted that the linguistic sign is arbitrary (Saussure 1998: 67), 
which means that there is no immediate relation between the signifier and the 
signified. Instead, the relation between them is determined by society and 
collective rules. In order to view signs as language it is therefore necessary to 
have a multiplicity of signs operating together, or in other words, a system of 
signs through which we can read meaning (Saussure 1998: 73). This is also what 
Stuart Hall describes when he says that  “Any word, image or object which 
functions as a sign and is organised with other signs into a system which is 
capable of carrying and expressing meaning is, from this point of view, a 
‘language’” (Hall 1997: 19). When we view and analyse street art, we thus see 
street art as signs that are combined with and inserted into the signs of the city. 
This leads us to say that the constituents of the city and street art, when forming 
a system, can be seen as forming a language of their own that we can ‘read’. We 
will use Saussure’s notion of the sign when analysing how street art can be 
attributed with meaning when street art interacts with the city and its 
constituents.  
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Codes 
In the process of signification, codes govern the translatability between shared 
language systems and shared conceptual maps, which enables meaning to pass 
from one person to another (Hall 1997: 21). In other words, codes tell us which 
‘language’ to use to convey which idea and vice versa, as well as they tell us 
which concepts are being referred to when we read certain signs. Codes are 
thus a result of a set of social and cultural conventions, and function as a set of 
rules we need in order to make sense of things. For example, culture in itself is 
a code for human socialising (Moriarty 2005: 135). Moreover, codes can tell us 
how grammar governs language, how a play in a theatre is arranged or how 
street signs function in society. Codes thus become an important factor when 
analysing how people encounter different phenomena in the city and how they 
make sense of them, absorb and interpret them.  
When people encounter street art in public space, we assume that certain codes 
come into effect. In public space, people move around to and from work by 
using shared codes. Traffic lights and traffic signs will only function when 
people know how to ‘translate’ them, and sharing these societal conventions 
facilitate people in acting civil among each other and to move around in big 
cities. When street art suddenly becomes part of the city, appearing on 
dustbins or traffic lights, it enters different domains that may share different 
codes. The fact that street art is often illegal may influence how the work is 
perceived by its audience, and street art will constantly be subjected to codes 
when it is encountered in the public domain.  
 
Sign Systems 
Saussure was preoccupied with the differences between signifiers, and saw 
meaning as arising in the relation between elements of language structures. 
There are two kinds of differences or categorisations, namely syntagmatic 
structures and paradigmatic structures (Kjørup 2002: 27). These structures are 
basically linguistic ones, and describe how words and sentences are structured.  
Saussure called the paradigmatic structure an associative structure (Saussure 
1998: 121). By this he meant that the signs within a paradigmatic structure are 
associated with each other, and can function in the same way in a meaning 
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structure (Saussure 1998: 121). In other words, a paradigm is a repertoire of 
sign options that belongs within the code. In linguistics, for example verbs and 
nouns constitute two different grammatical paradigms. To explain this further, 
one can say that different verbs take the same function in a sentence, and verbs 
thereby belong to the same paradigm.  
A syntagmatic structure is the way in which signs are combined and ordered in 
a chain that forms a meaningful whole, such as words in a sentence or shots in a 
scene (Saussure 1998: 127). The syntagmatic structure is thus compound of a 
series of paradigms, and the value of each of the signs is dependent on the 
other signs in their immediate surroundings (Saussure 1998: 126). The 
syntagmatic structures can be understood on different levels, as large units 
usually are made of smaller units and so on.  
 
These Saussurean concepts can be used to describe other structures than just 
linguistic ones. For example, the clothes we wear are a syntagm made up of 
units of individual garments. In the same way, the physical city can be said to 
consist of different units - buildings within the paradigms of cultural institutions, 
governmental buildings, housing, entertainment etc. And when speaking of 
syntagmatic structures, the city of New York as a whole can for instance be 
understood as one large syntagmatic structure that consists of smaller 
syntagmatic structures in the shape of neighbourhoods and streets. Likewise, an 
image that appears on a wall in New York forms a syntagm, only on a much 
smaller scale, as it is made of small, visual elements that form an expression. 
When street art interacts with the city, we then mean that the work of art is 
perceived as a syntagmatic structure, but consists of elements deriving from 
different paradigms; that of the city and that of the art. Site-specific art, which 
relies on the context, thus includes elements of the city into the image and into 
the syntagmatic structure it constitutes.  
 
Openness 
Perceiving the city as well as street art as signs and as having a language allow 
us to analyse how meaning is formed and how communicative processes take 
place. However, when we have to move beyond the structures and the 
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interrelations within the works, we cannot ignore the fact that many street art 
works are purely visual and ambiguous in their expression. In order to handle 
this aspect, we would therefore like to introduce Umberto Eco’s concept of the 
open work. Eco does not hold that a work contains an infinite number of 
readings, but instead believes that the sender offers the reader a field of open 
possibilities. Eco thus places significant emphasis on the role of the reader, as it 
is left for the reader to find the multiplicity of meanings inherent in the work 
(Eco 1989: 5).  
 
In dealing with communicative processes, Eco distinguishes between 
information and meaning. According to Eco, information has to do with additive 
information – i.e. something you were not in a position to know on beforehand 
(Eco 1989: 45). A message can in this sense contain plenty of meaning, but if the 
meaning does not add new knowledge, there is little information to it. Following 
this line of thought, the amount of information can be low in a work, even though 
there is communicative value and meaning to be found. A work can also – in its 
openness – contain a number of potential readings, and, according to Eco, “the 
more improbable, ambiguous, unpredictable and disordered the structure, the 
greater the information” (Eco 1989: 93).  Information to Eco thus has to do with 
an abundance of possible readings, which he sees as the case for artistic 
communication and aesthetic effects (Eco 1989: 94). This is, however, not how 
one would normally understand the concept of information, but Eco’s view on 
open works as being poetic and aesthetic is worth taking into consideration 
when we analyse and read street art. According to Eco, it is in the dialects 
between the work and its openness that we can find a guarantee of both 
communication and aesthetic pleasure (Eco 1989: 104). 
 
As part of finding out how meaning is communicated in street art, we also need 
to find out whether or not we can find a guarantee of both communication and 
aesthetic pleasure, as expressed by Eco. We see street art as being marked by 
an openness and we may ask ourselves whether the street art works are too 
open for the perceiver to know the intentions of the artist, or if they are just 
well-enough structured to allow the spectator to freely associate the signs and 
enjoy the experience of doing this. The challenge for communication planners 
must lie in the balance between conveying meaning as well as creating an 
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experience. However, instead of theorising further on the matter, we will dwell 
on the considerations of openness and intended meanings when dealing with 
the concrete street art works in the analysis.  
 
Displacement of Meaning 
We now know how to look at visual representations and the city as capable of 
forming meaning structures together. The formation of these structures is 
caused by an activity where the street artist inserts signs into a specific local 
place and thereby creates the street art. Site-specific art rests on the idea that 
the sign systems of the city will establish deeper symbolic meanings, and that 
the work of art can add signs to the already existing signs of the city (Petersen 
2002: 172). When the artist performs an intervention in the local, the inserted 
signs will form new structures and ultimately also new meanings, or even 
inverted meanings. This activity of inverting meaning is what the Situationists 
called détournement (Petersen 2002: 172). The activity is for example used in 
culture jamming in order to subvert commercial messages by inserting signs 
onto billboards or commercials.   
 
In this relation, one can also speak of interference. Interference is originally a 
term borrowed from the world of physics to describe when two or more waves 
result in a new wave pattern. When this action is transferred to the study of 
images, it can be used to explain the formation of an aesthetic experience 
(Thorlacius 2006: 4). This happens when an element of unfamiliar or unexpected 
character is inserted into an already existing sign system. In that way, the new 
element interferes with the existing sign system. The two elements differ in the 
way that they derive from two different paradigms, and they are thereby not 
expected to be placed together in one meaning system. This creates an 
enigmatic expression that can cause wonder or even a new sense of reality.  
 
The resemblance between intervention and interference is obvious, since the 
words in themselves share almost the same semantic traits. However, the 
difference in our vocabulary lies in the fact that intervention refers to the action 
of inserting a sign into an already existing system of signs. Interference rather 
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refers to the disordered relation between the elements caused by the 
intervention. 
Many of the street art interventions appear in urban areas where people do not 
expect to encounter art. Since site-specific art is based on local meanings, it is 
not primarily aimed at the majority, but rather at the users of the local site. With 
an everyday knowledge of a certain site, people will be capable of decoding 
the local meanings, which can be dependent on history, culture and social 
layers (Petersen 2002: 172). We thus believe that street art offers a possibility to 
ascribe new meaning to a specific place. When we speak of experiences, this 
displacement of meaning, caused by the intervention or interference, is able to 
trigger something when it is met by an audience; namely a sense of wonder, 
surprise or excitement.  
 
With the presented linguistic vocabulary at hand, we now have an array of 
terms by which we can describe the world, and in this sense also describe how 
street art creates meaning, and how this meaning can be read. Moreover, we 
have a vocabulary that can function as analytical tools when we have to initiate 
the analysis, dealing with formation of meaning in relation to the chosen works 
of analysis.  
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6 // Analysis 
We have now uncovered the major themes of this thesis, namely those of 
postmodernity, street art and experience communication. Through this process, 
we have deducted that we live in a contemporary society that we can label as 
postmodern – a condition that permeates all aspects of our lives; truth has 
become eternally contestable and there are no certainties in life anymore. We 
are, in other words, left to our own devices when it comes to the construction of 
a meaningful life. This we construct through narratives, experiences and other 
inputs that have a directing influence on our selves. Experience communication 
is a branch of communication that embraces this contemporary condition. Its 
use of experiences as part of the communication process acknowledges the fact 
that we all see and experience the world differently, and therefore also conjure 
up our own understandings of the communicated message in question. The use 
of experiences as a media for communication seeks to engage the perceiver in 
the communication process, which makes him an active participant rather than 
a numb receiver.   
 
In the following, we will strive to answer the question of how street art as a 
media creates experiences. We will do this by analysing selected works by the 
street artists Michael De Feo, Dan Witz and Paul Notzold, using their different 
series of works as exemplary for how street art is able to communicate 
experiences in urban space. The analysis will consist of four different parts. In 
the first part, we will use our linguistic vocabulary to find out how street art is 
able to communicate meaning. In the second part, we will use our experience 
design to find out how the different experiential elements are able to engage 
the perceiver in the experiences created by the different works. Thus having 
answered the first part of our cardinal question, we will move on to the second 
part of the question, namely how the street art experience can be used in 
planned communication. Therefore, in the third part of the analysis, we will 
investigate the possibilities and limitations for street art as planned 
communication, and consider the possible target audiences, purposes and 
messages for the media. In the last part of the analysis, we will present a 
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scenario as an example of how to use the street art experience in planned 
communication by making use of the results we have reached, presenting the 
various strategic considerations this entails.   
 
6.1 The Street Art Reading 
When talking about planned communication, we are, as mentioned, talking 
about the communication of intended messages. We will therefore also have to 
assume that street art can be seen as a media for meaningful communication, 
before we can move on to talk about how it can become a media for planned 
communication. In the following, we will employ our linguistic vocabulary as 
just presented in order to see how street art can be read as meaningful. This 
part of the analysis is in that sense a formalistic approach to the meaningful 
experience, looking at how individual street art works can be seen as signs, 
how they interact with the context and how the perceiver encounters the works 
by the use of different codes. We will treat the different series individually and 
introduce each section with a short description of the series in question.  
 
Michael De Feo and Dan Witz work with different series and we have chosen to 
focus on one from each artist respectively. Paul Notzold works with different 
projects under the name of ‘TXTual Healing’ and we have chosen to focus on 
one of his projects. The artists will be referred to on a first-name basis. The 
street art of Michael and Dan will be referred to as ‘series’ in their entirety and 
‘works’ when talking about the separate elements of the series, and the street 
art of Paul will be referred to as either ‘series’ or ‘installation’ in its entirety.  
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The ‘Underwater Series’ by Michael De Feo 
Michael De Feo’s ‘Underwater Series’ consists of different images, each 
depicting elements of an underwater universe. The series consists of cut-out 
images that are wheatpasted onto flat surfaces. The images in the series are 
mainly dark, whereby they resemble shadowed, back-lighted images with 
underlined contours. This increases the illusion of being underwater, where 
underwater life appears as dark shadows when seen from the bottom of the 
ocean. The series consists of several images of divers and a few images of 
underwater animal life.   
The Underwater pieces were placed in New York City, mainly in the 
Meatpacking District, Chelsea and Soho, which are some of Michael’s preferred 
places to work in due to the raw wall structures that one can still find in these 
areas.  
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Elements in Interplay 
The different works from the ‘Underwater Series’ consist of iconic signs in the 
sense that the images resemble what they refer to in the outside world, that is, 
they are determined by the immediate relation between form and content. This 
means that we only recognise the image of a diver by virtue of the knowledge 
we have of the outside world. This is unlike the arbitrariness that, according to 
Saussure, characterises verbal signs. The strength of the image must therefore 
lie in its ability to resemble the reality it signifies.  
However, the urban 
canvas and the real 
context in which we 
see Michael’s works 
are far from the actual 
underwater universe 
these depict. But once 
we start getting into 
the different works, it 
seems as if we find 
ourselves submerged into a different universe.  
Michael’s works have the ability to include the surroundings, and in this sense, 
they become site-specific through the works’ way of interacting with the 
context. The works interact with the context when viewing the work as well as 
the surrounding elements as signs. One can say that elements from the 
paradigm of art and from the paradigm of the city form a syntagmatic structure. 
Elements of the city are included into the picture, and the wall thereby changes 
its function from being ‘just’ a wall to becoming an underwater landscape. This 
also means that due to the artistic intervention, the wall can now be ‘read’ as 
meaningful and comes to signify an ocean.  
 
Furthermore, Michael’s underwater figures have the ability to ‘overrule’ 
existing street art and graffiti appearing on the wall, as the other visual 
elements come to play a role in the underwater imagery. The diver now seems 
to be floating in the ocean through a reef of stickers and graffiti tags, instead of 
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just being another poster on a crowded wall. Michael’s visual intervention thus 
creates a new chain of signs and forms new meanings in that specific place.  
 
In this work depicting an old-fashioned 
deep-sea diver, the urban element of the 
window becomes part of the syntagmatic 
structure. The work creates an 
immediate relation to the window by 
virtue of the oxygen line. Each of the 
elements in the structure – the flower, the 
diver, the line and the window – thus 
form a unified expression that would 
differ if one or more of the elements 
were left out or replaced.  
 
Some of the elements in this syntagm 
seem to stand out and differ from the 
world we know of, since divers do not set out from windows and garden flowers 
do not grow under water. Due to the fact that the syntagm signifies something 
that interferes with the established reality of divers and flowers, the imagery 
creates a universe that is unique and unreal. If the perceiver is impressionable 
and uses his imagination to make sense of the image, he can find himself in the 
same underwater landscape as the diver in the image.  
 
Meeting the Work 
We can only assume that there are different factors that may influence the way 
the perceivers encounter Michael’s works. People who incidentally meet street 
art in the public urban context may not know how to decode the works or know 
how to make sense of them in the first place. In other words, they do not have 
the necessary codes as they may have when it comes to other images, such as 
traffic signs or the works in a gallery. Some may not even notice it, and some 
may define it as vandalism. But if street art is recognised as something that is 
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trying to communicate – something that has meaning potentials – the spectator 
is likely to engage himself in trying to decode the work.  
 
There is little sense in analysing Michael’s street art as an isolated expression, 
as the context plays a significant role in its expression. As we have established, 
the works interact with the elements of the city, whereby the potential of a 
meaningful reading is increased. If we, on the other hand, view an underwater 
image of a diver isolated and apart from the context, the image only 
communicates that which it portrays: a diver. To further explain how the urban 
context adds meaning possibilities to the reading, a single recognisable image 
can be compared to a morpheme, which is the smallest linguistic unit that 
carries semantic meaning. A word alone does not carry much meaning until it is 
placed together with other words. The same applies for images. When the 
image is in interplay with the surrounding elements and creates a structure, the 
potentials for creating a meaningful expression are increased. However, it is up 
to the spectator to place the different elements together and to discover how the 
relations between them can form an underwater universe.  
 
The task of decoding street art may for some people not be an obvious choice. 
When the spectator encounters street art, the meeting is in general rather short-
lived, since people are on the move when they frequent the streets. This may 
ultimately weaken the work’s ability to engage the spectator, as not all have the 
time or the inclination to stop and experience the work. Street art has therefore 
no advantage in having too complex meaning structures, but rather benefits 
from keeping the structures on a simple level, both when it comes to the 
composition of images and the use of text. Thereby, people who pass quickly 
by have the possibility of ‘reading’ it in a glance. In linguistic terms this 
includes short utterances, since long sentences would require for the audience 
to rest their eyes for a longer time. Similarly would a single iconic sign not 
require much attention, as it requires less effort to decode. Several signs are on 
the other hand more demanding, but have the potential of people engaging in 
the formation of meaning. The challenge for a street artist as a communicator 
must therefore be to balance simplicity and complexity so that the image will 
be intelligible while at the same time calling for attention. In other words, the 
work has to remain open, but not too open.  
 79
The ‘Do Not Enter Series’ by Dan Witz 
Dan Witz’ series uses the familiar ‘do not enter’ traffic signs as media and has 
therefore been dubbed the ‘Do Not Enter Series’. He uses a technique where he 
makes a replica of the actual traffic sign, adding new elements to the replicas. 
As a common denominator, all added elements are centred on or around the 
horizontal white line of the sign, where you now find verbal messages or people 
hanging or crawling. Dan places the replicated sign in its original location so 
that the work still functions as a ‘do not enter’ sign. During 2007, he displayed 
about 20 signs in different places around New York City and Brooklyn, and has 
later expanded the series to become a worldwide phenomenon. For the series, 
Dan uses similar techniques to culture jamming, where new elements are added 
to an already existing media, or where the work becomes an intertextual 
reference to something specific.    
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Elements in Interplay 
Where Michael’s series refers to a specific universe with images that are 
remote from an urban reality, Dan mixes images with something very present in 
the urban landscape: traffic signs. Dan combines the traffic sign with images 
and text that would normally not be associated with traffic, thus creating a visual 
intervention. The two elements, the traffic sign and the added image or text, 
which before had no relation, become connected and create a new and 
unexpected expression. Together they create an illusion of spatiality within the 
sign, making the traffic sign a physical space, rather than being just a flat 2-
dimensional surface. The figures are now hanging or crawling on the white 
horizontal line as if it had a physicality to hold on to. The inserted elements can 
thus be said to interact with the elements of the sign, forming a syntagmatic 
structure. Due to the location of the intervention, the work now creates new 
ways of experiencing the traffic sign as it forms the context of the visual 
intervention.  
 
With the added elements, the traffic sign gains the potential of being read in 
another way than the traffic sign normally dictates. In its original form, the traffic 
sign has a very clear message as it signifies ‘do not enter’, both due to its 
conventional status and due to the very explicit writing. We will take a look at a 
few examples from the series in order to see how the different elements interact 
and create new readings.  
In this work, a soldier seems to 
be holding a sign where it says 
‘peace’, and through Dan’s visual 
intervention, the white line in the 
traffic sign has gained a new 
function other than being just a 
sign. One may say that there is 
interference between the added 
element of the verbal message 
and the fact that the message is 
expressed by a soldier, who is 
generally associated with war, 
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which is the antonym of peace. The text does therefore not support the image, 
but rather creates interference and ambiguity since the soldier image and the 
text points in two different directions. One may infer that this makes it 
increasingly difficult to construct a coherent expression, but on the other hand, 
this discontinuity opens up for meaning possibilities. In other words, the 
meaning repertoires are narrowed down. Each of the concepts of peace and a 
soldier has endless connotations to it and thus endless readings, but the work 
has given us a few clues as to what direction the interpretation can go. 
In this work, there is no 
supporting text, which 
leaves the meaning 
structures more implicit 
than in the previous 
example. Still, a relation 
between the inserted 
image and the rest of the 
traffic sign is created 
once the spectator 
connects the hanging 
arms and the white bar. 
At an immediate glance, the image does not invite for further interpretation, 
because there are no more visual clues to follow. In a sense, the image can be 
said to communicate nothing but a sign with two arms hanging in it. However, 
the most interesting part of the work is probably what is left out. The image 
alone of two arms hanging detached from a body does not make any apparent 
sense, thus one has to wonder what has caused this situation. This is what makes 
the work trigger the thoughts of the perceiver. The work thus has the ability to 
catch the attention of those who may be curious and willing to go a step further 
into the street art reading. We are inclined to say that the mere existence of 
interference and something unexpected in the urban landscape may be able to 
attract the attention of possible perceivers. Dan’s use of something familiar in an 
unfamiliar way is a good opportunity to challenge people to see something new 
and different.  
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Meeting the Work 
The traffic sign stands for a certain amount of authority which determines how 
people meet the sign. One may say that there are codes that influence the way 
we read, meet and decode the sign, and it is thus a good example of how 
societal conventions govern the way we behave in public urban space. When it 
comes to traffic signs, it is commonly accepted that it governs rules and gives us 
directions in the traffic. When people move around in the city, the traffic signs 
are therefore taken for granted, and we all agree on the different paradigms 
that the signs operate within. In Denmark, for instance, a circular sign is linked 
to prohibition, which in itself is a paradigm different from triangular traffic 
signs. The traffic sign thus forms a clear message in itself – a message that is 
fixed in meaning due to the codes that determine the reading of it.  
We therefore assume that the conventional status of the traffic sign influences 
the way it is met by a spectator. The advantage of the work must lie in the fact 
that it is situated in a place where it is noticed, since the sign attracts the eye’s 
attention. But on the other hand, the work is also situated in a place where it is 
not expected to be found, and in a place where it has to compete with another 
communicative expression, namely the traffic sign. As we touched upon in the 
previous, there is interference between the elements within the actual traffic 
sign, however, one may also say that the insertion of street art into a familiar city 
constituent creates interference on a larger scale. The unfamiliar object is in 
that sense interfering with a familiar setting and the existing sign systems.  
 
The design of the work still allows it to be read as a traffic sign and the added 
element enables a secondary reading of it. This means that the traffic sign can 
still be read in the code and in the language that tell us that it is a traffic sign, 
but the added element enables a secondary reading. One can say that this 
secondary reading can take place parallel to the first reading. So, the 
conventional status of the traffic sign will always render the street art reading a 
secondary one.  
This is, however, not to say that one reading will follow the other, as the reading 
always depends on the situation and the perceiver in question. Since the traffic 
sign addresses motorists that usually pass by in a certain speed, this audience 
will not have much opportunity to ponder on the street art work. The work is 
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thus more likely to attract the attention of pedestrians who pass by more slowly. 
Moreover, to a pedestrian, it is not relevant to pay attention to the actual 
function of the traffic sign, and it is only present as an inactive signifier. This 
renders a street art reading more probable, since the work no longer has to 
compete with the actual function of the traffic sign. One can therefore say that 
the act of discovering the extra meaning layer is dependent on the situation and 
the audience. People pass by with different purposes and they will relate more 
or less openly to street art in accordance with the situation they find themselves 
in.  
 
The ‘Free Speech Bubbles Project’ by Paul Notzold 
Paul Notzold’s ‘Free Speech Bubbles Project’ is a temporary digital media 
installation, and differs from the other two examples by being an event-based 
happening. Speech bubbles with text in them are projected on to the façades of 
houses with windows, making it look as though the speech bubbles refer to the 
windows. People can take part in the event by sending text messages, which 
will go uncensored into the projected speech bubbles for about 10 seconds. 
Compared to other forms of street art, which usually make use of more stable 
media, this form of street art is more temporary as it is only enabled through 
digital media.  
 
One may question whether or not this can be termed street art or if it is a 
cultural event or a media installation. In our opinion, what makes Paul Notzold a 
street artist is the fact that he shares the same motivations and intentions as what 
we know of other street artists. The difference is only that he uses another type 
of media. Like other street artists, Paul wishes to focus on urban space and his 
own surroundings, just as he wants to display his art for the general public 
where they are. The event therefore usually takes place in residential areas 
around Brooklyn where Paul himself lives.  
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Elements in Interplay 
Paul’s digital installation can never be perceived as a static work, since the very 
idea of it is the fact that it is projected in a continuous flow. Since the text that 
goes into the speech bubbles is never edited in any way, the nature of the work 
will change according to how it is influenced by the participants, what they text 
into the bubbles and how they interact with each other. We can therefore not 
speak of an intended meaning in the text pieces, but rather the meaning is to be 
sought in the installation as a whole. Since there is no fixed object to analyse, 
we will look at the installation as a whole as well as some snapshot examples 
from it. 
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Even though the installation differs a great deal from the works of Michael and 
Dan, we still see many similarities in terms of how it interacts with urban space 
and uses elements of the city as an active part of the installation. The projection 
consists of different elements: the speech bubble, the text and the window. 
Through the speech bubble, the text inside it thus signifies what is being 
uttered behind the window. The window, which is a static element from the 
urban context, is thus a crucial part of the work. 
 
When the speech 
bubbles are filled out 
they ascribe meaning 
to the window by 
showing a particular 
situation acted out by 
the people behind the 
windows. However, 
we can only see the 
windows and not the 
actual people living 
behind them. This leaves a missing element or an empty space in the 
syntagmatic structure, which the spectator has to fill out himself. The 
possibilities of filling out the speech bubbles are therefore completely open, 
since the persons imagined can be anyone, and, likewise, the possibilities of 
what kinds of situations the speech bubble can portray are endless.  
One can say that one single speech bubble is similar to a single cartoon image, 
which makes the speech bubbles prone to form a sequence, once they are filled 
out continuously. This would create a coherent story. However, it would be a 
rather utopian accomplishment to have all participants build on the same story 
and fill out the speech bubble accordingly. On the other hand, during the event, 
we see fragments of a multiplicity of stories, and each speech bubble comes to 
represent a small story of the window – or the inhabitants behind the windows.  
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Sometimes different 
participants can 
partake in 
constructing the same 
story. In this snapshot, 
the speech bubbles 
are filled out to 
represent the speech 
of people living in the 
building, and the two 
speech bubbles can more or less be seen as being part of the same story. It 
portrays a couple talking about every day issues. The installation encourages 
people to imagine small situations and small stories about their local 
environment. The city is in that sense not only a collaborator in the work, but 
city life comes to play the leading role in this spectacle.  
 
Meeting the Work 
The speech bubble is a graphic convention that provides explanation; it 
connects a text piece to be understood as representing the speech of a given 
character, and is commonly used in comic books and cartoons. The function of 
the speech bubbles is thus commonly agreed upon when it is met by the 
audience, and, as in the case of traffic signs, speech bubbles are another 
example of how certain codes govern the way we make sense of things. The 
traffic signs give directions for motorists, and the speech bubbles give 
directions for how the reader understands text pieces.  
 
However, if we look at how the installation is met in urban space, it has the 
ability to attract attention to itself, since it is arranged as an event. Moreover, it 
illuminates the dark street and can be seen from afar, whereas a sticker or a 
stencil can only be seen when passing right by it. The circumstances under 
which the installation is met thus differ from our two other examples. Paul’s 
installation is more alive and gives the spectator a chance to participate in its 
formation. There is a representative person there, Paul, who gives directions 
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and to whom the audience can ask questions. The installation thus leaves more 
possibilities for the perceiver to actively participate in the event, and has an 
attractive force because of the obvious opportunity of having an experience. 
Once the perceiver becomes engaged and delivers himself to the idea of the 
event, it is possible to construct small stories and fictive persons behind the 
windows, regardless of the perceiver’s involvement or whether or not he 
decides to write a text message. The perceiver’s level of involvement in the 
installation thus differs greatly from our other two examples. It is not only an 
aesthetic or artistic experience that is perceived individually, but an 
experience that involves participation and actual interaction with the 
installation. In that sense, the perceiver is not only a spectator of an already 
finished art work, but also becomes part of its creation and expression. 
 
When people write a text message, they can either invent a new situation or 
further build on the stories that are already constructed by others. The 
installation therefore also has a social element to it, as the participants not only 
engage in the installation, but also engage in the stories that are created by 
others. In this sense, people can create stories together with someone else in 
the audience, and thereby share a sense of collaboration and community while 
doing it. The social element also lies in the fact that the installation is 
experienced by several people at the same time, as opposed to our other cases 
where the experience is individual.  
 
Concluding Remarks 
We have previously established that street art as a media is characterised by 
the underlying intention behind the work. This is, however, not to say that the 
works necessarily communicate clear messages – rather, the intentions are to 
be found in the effect the works have on the perceivers. One may claim that 
Michael tries to communicate something about underwater life or that Dan has a 
political statement to make on war, however, the meaning possibilities are 
numerous, and it would be aimless to try to manifest one message as the 
intended one. Still, we believe that meaning processes occur as street art 
intervenes with the already established sign systems and meaning structures of 
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the city. This gives rise to the formation of new meanings and new definitions of 
specific places in the city. We may infer that this is what makes Wooster 
Collective speak of street art as “a whole new layer to the city” (Appendix 6: l. 
133) – a new layer in the sense that it provokes the perceiver to see and 
experience new meaning structures in the city while existing ones remain. This 
is also what we previously have referred to as a network. Street art creates a 
network of signs and a language of its own, independent of the structures that 
the city otherwise is made of.  
By the insertion of a street art work – or a sign in our linguistic vocabulary – a 
displacement of meaning is created. This creates a sense of surprise and 
wonder, since the street art work adds new ways of perceiving when giving rise 
to new meaning possibilities. In that sense, street art has the potential to attract 
attention and to make a spectacle of itself, while creating an experience of 
something new and unexpected. Street art waits to be discovered and decoded 
only to amuse, surprise and humour its spectator, or whatever the effect may 
be.  
 
6.2 The Street Art Experience 
We have now uncovered how street art from a formalistic approach generates 
meaning and experiences in urban space, and we have established that it is a 
media that intervenes with the established signs of the city, creating new 
meaning structures. These create a sense of surprise and wonder for the 
unprepared perceiver who encounters the works while making his way through 
the city. However, in our opinion, the experience cannot be reduced to the 
mere linguistic structures that sustain it. We will therefore in this part of the 
analysis uncover all aspects of the experiences that our three street art 
examples generate, in order to be able to fully answer the question of how 
street art creates experiences in urban space.  
We will approach the experience through the experience design we presented 
in chapter 5. We will in that sense look at how the works from the different 
series can be said to engage the perceiver and thus create experiences by 
making use of the different experience elements, as presented in our 
experience design. This will be done comparatively, giving us a chance to see 
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the possibilities and limitations of the different expressions, as well as the 
differences in their respective experience potentials. 
 
Sense Stimulation  
As we established in our experience design, sense stimulation will always be 
the instigator of the experience, and can therefore always be said to be part of 
the experience – it is only a question of to what extent. Common for all of the 
three series is the fact that they only make use of the sense of sight. Michael’s 
works can be said to have a fairly aesthetic and quiet expression that does not 
make much of a spectacle of itself. Taking the process of experiencing into 
consideration, Michael’s works thus make use of a sensory perception, but due 
to its unobtrusiveness, it has the disadvantage of not necessarily committing the 
perceiver to form meaning unless he is willing to commit and be engaged. 
Dan’s works cannot be said to be appealing in the say way when they summon 
the perceiver to reflect upon contemporary society; rather, they speak to the 
emotions and call the perceiver to engage in cognitive activity. Paul’s 
installation is more vivid and dramatised than the works of the other two. Like in 
our other two examples, its primary sense stimulation is the sense of sight, 
however, on a very different level of engagement and involvement than in the 
previous examples. The constant evolvement of the installation constitutes a 
vividness that the two other series do not possess, and the appeal and the 
engagement therefore differ from the other two, since Michael and Dan’s works 
are more stable and durable in their form. Moreover, it is not possible to return 
to see the installation at another point in time, like it can be done with the works 
of the other two. In that sense, we can say that Paul’s installations are more 
intrusive, and that they to a higher extent make a spectacle of themselves. We 
can thus infer that all three series mainly employ means of communication that 
speak solely to the sense of sight. As mentioned in our experience design, 
these sensory perceptions are the precondition of making sense of the world 
and thereby it is also the precondition for having a meaningful experience. 
However, we can also infer that the meaningful experience in the three cases 
may differ in the way the works make use of the senses. Their intensity and 
persistency differs greatly, and where for example Michael’s works can be said 
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to be quiet and unobtrusive, the contrary can be said of Paul’s installation. The 
level of engagement can therefore not be reduced to mere sense stimulation, 
which is also why we must find the communicative and experiential qualities of 
the different works elsewhere.   
 
Surprise  
As we have previously mentioned, the element of surprise and unpredictability 
is a valuable tool when seeking to engage the perceiver in the communicated. 
One may say that one of the most prominent traits of street art as a 
communicative media in general is its ability to surprise and meet the perceiver 
where it is not expected. In that sense, we can also say that street art will always 
contain elements of surprise and unpredictability as these are an integrated 
part of its nature.  
Michael’s works interact with the elements of the city, and in that sense, the 
surprise element can be said to lie in the way the inserted signs transfer a 
seemingly worn and forgotten city constituent into something animate and 
beautiful. In the same way, Dan can be said to manipulate with an established 
city sign, mixing something familiar with something unfamiliar. Paul’s 
installation can, on the one hand, be said to be less surprising in the sense that it 
is an event that makes more spectacle of itself. But on the other hand, it may just 
as well be an event that is met in a local environment where it is not expected. 
Furthermore it has the same ability as the two other works to interact with city 
constituents and make the perceiver see and experience the city in a new and 
different way.  
We can thus say that all of the works have an element of surprise to them, both 
in the way they are met and in the way they create an unexpected relationship 
between the work and elements of the city. This is also to say that the presence 
of interference in the works is an important part of the surprise factor. The 
interference that arises both in the meeting with the works and between the 
works and its surroundings is what catches the perceiver by surprise and 
creates an enigmatic expression. Furthermore, interference will also secure a 
certain amount of unpredictability in the works and give away the experience of 
witnessing something new. This kind of new value makes the communicated 
 91
something special and unique to the perceiver, which will encourage the 
perceiver to engage himself in the experience.   
 
Telling Stories 
As just described, the three different series of works all manipulate with the 
established city space and thus open up for new and unknown universes, 
encouraging the perceiver to imagine stories going on in these. Still, there can 
be said to be differences in the ways these stories are served and the 
experiences that follow from this. As presented in our experience design, the 
creation of stories is a strategic tool that will make perceivers susceptible to a 
communication product.  
As described in the first part of the analysis, Michael’s works from the 
‘Underwater Series’ are entirely figurative, containing no text or statements of 
any kind. However, the imagery is clear and easily read, making it easy to 
imagine the underwater universe that the series paves the way for. We may say 
that the creation of a different universe is a way of altering the perceiver’s sense 
of reality. Likewise, Dan’s series opens up for narratives in the city. However, 
contrary to Michael, Dan makes use of both text and imagery. Dan’s works thus 
have a wider interpretative potential than Michael’s, as it opens up for 
numerous narratives and interpretations depending on the one who sees.  
Where Michael and Dan’s works open up for the construction of stories about 
the given works and their content, Paul can in many ways be said to embrace 
the construction of narratives in his installations. He takes point of departure in 
the narratives that exist in the city, and urges his audience to participate in their 
formation. He allows the perceivers to imagine what takes place behind the 
curtains, opening up for speculations and stories about the city and its 
inhabitants. Paul’s installation is thus not only a generator for participative 
stories in the city, but just as much stories about the city.  
 
The stories can be said to arise from disconnected elements that are placed 
together. It is therefore, up to the perceiver to connect interfering elements into 
a cohesive whole. In the case of street art, this involves connecting the elements 
of the city with the elements of street art, whereby it can be seen as meaningful, 
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as we have established in the first part of the analysis. The different works 
present clues, themes and fragments of stories, and it is up to the perceiver to 
create coherence between the works and their context, based on the 
perceiver’s own preconditions for interpretation. However, where Michael and 
Dan’s works always appear alone, unsigned and without any explanation, Paul’s 
works appear in a social context, framed as a specific event. This social setting 
thus facilitates a wider range of interpretative possibilities, as the creation of 
narratives through the installation for example will be influenced by the 
different participants in the event. In that sense, Paul’s works have a greater 
interpretative span than the other two examples, as the stories and meanings 
that unfold within them change invariably depending on the other participants.     
However, even though the series differ in their ability to create stories, 
meanings and narratives, all of the three examples can be said to be generators 
of urban stories, both about the city itself and the life that unfolds within it. The 
anonymous works of Dan and Michael can be said to interfere with the city as 
we normally know it, thus encouraging the perceiver to imagine why these 
images are placed where they are and what the meaning of them might be. In 
that sense, the stories that these two series instigate primarily become a 
question of the perceiver’s own imagination and his preconditions for 
interpretation, whereas the construction of stories, narratives and meanings in 
Paul’s installation becomes more of a social matter. In this sense, Michael and 
Dan’s works provide the material from which the perceiver interprets, whereas 
Paul’s installation can be said to be nothing but a frame for interpretation. 
Where Dan and Michael open up to new ways of experiencing the world, Paul 
encourages his audience to create stories together, based on the setting he 
provides them. Moreover, where Dan and Michael provide a fixed and stable 
setting for interpretation, Paul has no control of the interpretative setting for his 
installation, as it constantly alters and evolves when the perceivers interact with 
the installation. Therefore, Paul’s installation can be said to be open in the sense 
that the changing nature of the speech bubbles allows for the perceiver to 
construct an endless number of narratives.  
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A Sense of Community 
There is, as mentioned, a difference in the social setting that the three series 
provide and therefore also in the way in which it demands to be interpreted and 
understood. Michael and Dan’s works are individually perceived and tend to 
render a very personal experience. Paul’s installation, on the other hand, exists 
with the participation and interaction of a group of receivers, giving his 
installation a marked social character. Paul’s installation therefore offers a more 
direct sense of community, whereas the sense of community in the two other 
cases functions on a different level.  
Michael’s works have their origin in the artist’s own experiences as a diver, 
giving these a very personal character. The display of private emotions and 
experiences can be seen as a way to share these with others – an anonymous 
city dweller shares his story with those willing to listen. Michael’s works can in 
this sense be said to facilitate a connection between artist and perceiver, two 
anonymous faces in the crowd, and in that sense create a sense of community 
between otherwise estranged individuals. Furthermore, the works may 
establish a contact between people who see and experience the work, and at 
the same time, it may wake them up, stirring them and perhaps spark them to 
start a conversation. Having an unexpected experience of surprise or wonder 
can be said to encourage a feeling of solidarity with other people who see and 
experience the same. 
The same can be said for Dan’s works, only with an opening to a different kind 
of universe. Dan displays a private expression for anyone to see and thereby 
calls for the perceiver to engage himself in his world and to be a part of his 
universe. 
Where Michael and Dan establish a shared mental space between artist and 
perceiver, Paul can be said to physically manifest this space. The sense of 
community that Paul’s works instigate is therefore not so much the connection 
between artist and perceiver, but rather the connection between the different 
participants in the installation. The mutual creation of stories and the general 
participation in a shared event bind people together in the process. Moreover, 
the installation can be said to open up to an enhanced sense of the city, 
cementing the perceivers as part of this city in this specific place in time. The 
sense of community that the installation furthers is thus not only limited to here 
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and now, but opens up for the sense of being part of a specific urban 
community. 
We can thus say that when it comes to aspects of community and feeling of 
solidarity, the perceiver is most likely to engage himself in Paul’s installation, as 
it provides the most direct social setting and interaction. The social aspects that 
are found in Dan and Michael’s works are far more subtle and therefore not 
immediately apparent. Instead, the works offer a sense of identity and 
belonging with a certain kind of lifestyle.  
 
Staging of the Self 
As described in our experience design, the staging of the self can become an 
engaging factor in the experience. However, as our three series differ in both 
setting an expression, they also differ in the possibilities they offer to stage the 
self.  
As we have previously touched upon, Michael and Dan’s works are met on an 
individual basis and Paul’s installation in a social setting. Therefore, the setting 
for how the staging of the self can unfold will also differ. Even though the works 
are met individually, the aesthetics of Michael’s works appeal to the creative 
and the imaginary, which is something almost everyone can relate to. The 
refinement and subtleness of the works therefore make them easy to identify 
with and also easy to adopt as part of your own story that can be told and 
shared.  
On the other hand, the works from Dan’s ‘Do Not Enter Series’ are more 
provocative, both in the sense that they occupy a sign that is part of the 
established society, and in the sense that some of the works have political 
commentaries. We can therefore assume that the possibilities of identifying with 
the works are dependent on whether or not the perceiver supports the ideas 
and messages that the works represent. However, for those who do support the 
ideas and the messages, the perceiver can experience a sense of solidarity, not 
only with the artist, but also with the works, as these are small traces left in 
public space by a person who shares the same opinions and has the same take 
on the world. Dan’s street art can like most other street art be said to be a voice 
against the established society, and for the outside perceiver, his works may 
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represent an underground culture as well as people who take a standpoint and 
who dare changing the use of public space. This is by many people associated 
with a large degree of creativity and boldness, which can also explain why 
some people may associate street art with ‘coolness’. The different conceptions 
that people may have of street art, makes it a marker of identity in line with 
other lifestyle products that can be used to signal who you are. A person may 
identify with the street art works they meet around the city, however, the 
staging of the self does not occur in the actual street art encounter, but rather at 
a later stage when street art is used as a marker of identity. The works may be 
photographed by the individual and then later on shared with all of his friends 
on a MySpace or Facebook profile to show his network what he likes and what 
he has experienced. Street art works, such as Michael and Dan’s, are therefore 
often used when people construct a story of who they are. 
In the case of Paul’s installation, the social setting offers a possibility to stage 
oneself during the actual event, contrary to the works of Michael and Dan. 
Simply by being present at the event, the individual can signal to other people 
who he is and how he wants to be seen. The social aspect thereby offers the 
participants an opportunity to share a sense of fellowship with those present, 
and thus also a chance to consolidate their identity within a group. The sense of 
community and the feeling of being part of something may thereby enhance the 
actual experience. Paul’s installation thus offers the opportunity to stage the self 
– both during the event, but also after the event when the experience enters the 
stories of who we are.  
We can in that sense say that street art in many ways can be said to speak to the 
postmodern individual, as it provides a pawn in the game of constructing 
identities. In all of our cases, the works can be used as a marker of identity, as 
street art stands for a certain approach to the world and the society we live in. 
 
Active Involvement 
As described in our experience design, one of the most efficient ways to 
engage the perceiver in the experience is through active participation. The 
three series differ in this level of involvement, both when it comes to the mental 
as well as the physical involvement.  
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As we have previously established, Michael and Dan’s works are characterised 
by being solely visual. The act of visually perceiving a work cannot in this 
relation be said to demand any active effort other than looking. The 
involvement that takes place when experiencing the works of Michael and Dan 
can therefore be said to take place on a mental level; the perceiver sees, feels 
and experiences and constructs the experience into a meaningful whole. In that 
sense, there must be a level of active, cognitive involvement when perceiving 
the respective works of the two, in order to see, identify, experience and 
understand what the works portray.  
In Paul’s case, the installation furthers both a bodily as well as a cognitive 
involvement in the experience. In order for the installation to function, some of 
the perceivers must actively participate in it, as the essence of the installation 
lies in the text messages that the participators send during the event. However, 
experiencing the installation, the perceiver can also choose just to be a 
spectator, if there is active involvement from other participants in the event.  
We have previously described how we understand the world by experiencing it 
through the impressions we receive through our bodies as well as through the 
way we cognitively ascribing meaning to these impressions. Paul’s installation 
can be said to embrace this understanding in the way he seeks to engage the 
perceiver in his installation. His installation would simply not function, and in 
that sense have no meaning, without a certain level of active involvement from 
his audience. This bodily involvement in the installation can be said to have an 
advantage compared to the other two works that do not further any physical 
strain when experiencing them. When the perceiver becomes actively involved 
in the installation, he is more prone to engage himself in the experience it 
offers. It is therefore more likely, that the perceiver, if he chooses to participate 
in the event, will actually engage himself in Paul’s installation, contrary to 
Michael and Dan’s works that can only hope to catch the attention of people 
passing by.   
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The Generated Experiences  
We have now examined how our three street art cases create experiences and 
by what means they engage the perceiver in these experiences through the use 
of our experience design. We have found that each of the series is able to 
engage the perceiver, still, there are differences in the way and to what extent 
this is done in the three cases respectively.  
Michael’s works invites the perceiver to immerse himself in the experience by 
offering him a new sense of reality. The various works from the series interacts 
with what is normally perceived as immaterial city constituents such as broken 
walls and old graffiti, turning these into something meaningful. The experience 
in Michael’s works can therefore be said to lie in their ability to ascribe identity 
to places that would otherwise have none and create stories out of otherwise 
dead and lifeless city objects. The imagery of the works is clear and easily 
decoded, making it easy for the perceiver to ascribe meaning to the works and 
engage himself in the experience they offer. Moreover, the expression of the 
works is very personal, which gives away a personal experience of the artist. 
The works can in that sense also be said to open up for an emotional connection 
between artist and perceiver that furthers a sense of community and solidarity 
in the otherwise vast and anonymous city.    
Where Michael’s works are unobtrusive in the places they occupy, one can say 
that Dan’s ‘Do Not Enter Series’ occupies a more prominent place in the city. 
Moreover, one can claim that Dan’s works in the ‘Do Not Enter Series’ are 
humorous and cheeky, and that his manipulation with the traffic sign is both 
original and mischievous. He takes something that in its essence is always the 
same, namely the traffic sign, and turns it into something unfamiliar and 
unexpected without it losing its function as a sign. The experience in Dan’s 
works thus lies in the opening up to new universes, but in the manipulation of an 
already familiar universe. His works make the perceiver see the familiar traffic 
sign in a new and different way, as it suddenly becomes a constituent in an art 
work. Dan can in that sense be said to play a prank on the perceiver, creating 
interference with his provocative syntagms that ultimately wake up the 
perceiver. It is thus also in the works’ ability to surprise and shock that we must 
find their means of engagement of the perceiver, as it is when people are 
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stirred and woken up that they can be said to be likely to engage themselves in 
the experiences the works offer.  
Paul’s installation functions on different terms, as it is a temporary installation 
that can only exist with a certain amount of interaction from its perceivers. And 
even though the perceivers may choose to not partake actively, they will 
constantly receive new sense impressions from the changing images in the 
installation. It can therefore also be said to have a greater intensity than the 
other two, but also a shorter lifespan. Like in the works of Michael and Dan, 
Paul’s installation opens up for new perspectives on the city and the life that 
unfolds within it. But more importantly, it encourages the perceiver to actively 
partake in the construction of these stories in collaboration with the other 
participants in the event. This adds a playful element to the experience, as it 
allows the perceiver to be an active part of the event as well as it encourages 
him to use his imagination and come up with little stories or messages that can 
be added to the installation. Moreover, the installation can be said to provide a 
social setting and a chance to meet and be with other people. The experience in 
Paul’s installation can in that sense be said to lie more in the active involvement 
with the installation and in the interaction with the other participants rather than 
in the stories that they together create. The installation can thus also be said to 
perhaps engage the perceiver to a larger extent and for a longer time, 
however, this does not necessarily make it a more efficient means of 
communication compared to our other two examples. It has a more direct and 
persistent way to engage the perceiver in the experience, however, the 
experience can be said to be marked by the chance to play and be with other 
people more than it is marked by the actually deducing of meaning and 
messages from the experience the installation offers. However, as in the case of 
Michael and Dan, there lies a great engagement factor in the unpredictability of 
the installation. It is an unfamiliar installation in the city space that surprises the 
spectator by its mere presence. Moreover, the unpredictability of the unfolding 
storyline makes people linger at the installation to see how it develops.   
 
We can thus conclude that all of our three series have the ability to engage the 
perceiver in the given works by means of their different expressions and 
different levels of engagement. Moreover, we can say that even though the 
three only appeal to the sense of sight, the means by which the works engage 
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the perceiver and the extent of this engagement varies from work to work and 
from one mode of expression to the other. However, even though the series 
function on different terms, they still share the common feature of surprise and 
unpredictability as primary engager in the experience. We can thus conclude 
that the different expressions generate different types of experiences and 
presuppose different levels of engagement, however, we can also conclude that 
they share some very decisive features that characterise the experiences they 
are able to create. When thinking street art one step further, namely to become 
a media for planned experience communication, it is these similarities we shall 
look upon and generalise from in order to characterise the ‘street art 
experience’ and look at its potential in planned communication.        
 
Street Art as Experience Communication 
In our effort to demonstrate how far the street art media spans when it comes to 
engagement and experiences, we have sought the differences in the given 
works. However, in order to make a generalised characterisation of the street 
art media as a media for planned communication, we will now have to seek the 
similarities when it comes to the creation of experiences. 
With regards to the theory on experience communication, we can say that street 
art as a media for planned experience communication holds many of the 
experiential elements as we presented in our experience design – it speaks to 
the senses and emotions, it generates and makes use of narratives, it creates a 
sense of surprise and establishes a sense of community and identity. The street 
art experience can in this way be said to hold many of the features that 
experience communication normally makes use of. Nevertheless, the point of 
this thesis is also to come up with new ways to communicate through 
experiences, and this is still the potential we find in street art. We will therefore 
treat the street art experience as a distinct type of experience that may be said 
to employ some of the same traits as otherwise used in experience 
communication, however, in a distinct and unique manner.  
 
We see the street art experience as differentiating itself as a media for 
experience communication in its ability to interact with its surroundings. One 
 100
can say that without the specific context interaction, the media loses its 
characteristics. What we have seen through our analysis as well as in street art 
in general is the fact that the media always holds an element of interaction with 
the city and its constituents. In other words, when street art interferes with the 
city’s signs and creates new meaning structures, it manipulates with our 
previous understanding of these signs, thus forming new meanings and new 
ways of experiencing and defining these. This leads us to say that the epitome 
of the street art experience is to be found in the manipulation of established 
signs in the city space and in the way that the city acts as an active collaborator 
in the experience – the city and its constituents are in other words an 
indispensable part of the street art experience. Moreover, we can say that the 
street art experience that is generated through the interaction with the city 
space is marked by one sensation in particular, namely that of surprise and 
unpredictability. Street art always meets its perceivers unprepared, giving 
away a new experience of the city or an outburst of meaning without any 
previous warning. In other words, there are elements of surprise both in the 
meanings that are conjured up but also in the way these meanings are 
presented.    
We can therefore deduce that street art as experience communication is 
marked by three essential characteristics that differentiate it from other types of 
experience communication: 
 
I. the urban setting 
II. the formation of new meaning structures through this setting 
III. elements of surprise and unpredictability in both setting and meaning 
 
In this sense, we can say that the above listed characteristics to street art must 
be seen as criteria that must be met, when street art as an artistic media is 
developed into a media for planned experience communication. However, 
thinking these criteria into a scenario for planned communication is different 
than one for street art communication, and we will thus have to elaborate on 
what we mean by these three criteria in relation to street art as planned 
experience communication. 
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I. The Urban Setting 
As concluded, the city and its constituents are inseparable from the street art 
media – the city is its canvas and its manipulated constituents are its means of 
expression. The urban setting is thus a dominant trait to street art as a media as 
well as when thinking it into a communication situation. However, this does not 
mean that as a type of communication, ‘street art communication’ can only be 
imagined in an urban context, as the deliberate interference with the 
surrounding constituents in theory can be imagined outside an urban setting. 
However, contrary to a rural setting, the urban setting provides an abundance 
of signs and expressions, just waiting to be tampered with. Moreover, the city 
provides a natural audience due to its constant concourse and density of 
people. In that sense, the city can be said to be the most natural place to utilise 
this type of communication, as it is here it has the potential of gaining its widest 
expression as well as the largest audience.  
Moreover, the urban setting sets the frame for how to relate to this type of 
communication. As it is a subdued expression that one has to come across in 
order to experience it and see it as meaningful, the perceivers will have to be 
tuned in on the awaiting experience. The city can be said to be comprised of 
expressions and experiences just waiting to be unlocked, and moving about in 
the city, we already realise this. Thus, it can be claimed that when moving about 
in an urban setting, we are more prone to search for meaning in what we see, as 
we realise that almost anything we come across has the potential of 
communicating to us in one way or another. Thus, the city is in that sense not 
only a part of the street art expression, but also the most natural scene for its 
display when thinking it into a communicative frame.  
 
II. The Formation of New Meaning Structures through this Setting 
As just established, the city and its constituents must always be part of the 
communication channel, if street art is to be utilised as a media for planned 
communication. By this interaction with the city and its constituents, the street 
art media instigates the formation of new meanings. When thinking street art 
into a communication situation, this is a vital aspect and a criterion that must 
always be met, as it is in this formation of meaning that information is 
transferred from sender to receiver. We see the formation of meaning as 
existing on two levels, namely as the meaning that arises when tampering with 
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the city’s constituents, and the meaning that this tampering ascribes to the city. 
In relation to planned communication, it is primarily the first level of this 
meaning creation that we see as relevant, as the media must be able to 
communicate specific messages to its target audience, giving away an intended 
meaning or message through this media. However, being a part of the city, the 
media will always to some extent ascribe meaning and identity to the city as 
well. However, this can be done more or less deliberately and does not have to 
be thought into the communication situation explicitly.   
 
III. Elements of Surprise and Unpredictability in Both Setting and Meaning 
As we are talking about planned communication through experiences, that is, 
with the experience as media for the message, it is important to consider by 
what means the experience can be said to engage the receiver in the 
communication process, as the receiver will have to be engaged in the 
experience in order to see it as meaningful.  
Even though we in our analysis of the three street art series have made a 
distinction between the experiences that the three series were able to create, 
we also found that the epitome of the respective experiences was to be found in 
the unpredictability of the media and the surprises that this can be said to 
instigate in the perceiver. We thus see it is a given that a street art experience 
must hold elements of surprise and unpredictability, as it through these 
elements the receiver can be thought to engage himself in the experience.  
When talking about surprise and unpredictability, we see these elements as 
functioning on two levels. The first level corresponds to the immediate 
experience, the surprise of encountering something unexpected. The street art 
experience is thus always marked by an unpredictability in the sense that the 
perceiver does not expect to see what he sees in that given place at that given 
time. Moreover, there lies a sense of surprise on the more cognitive level, as 
the street art experience furthers the creation of new and unexpected 
meanings. Thus, when thinking street art into a media for planned experience 
communication, surprise and unpredictability must always be seen as primary 
incitements for the receiver to engage himself in the experience, and must 
therefore always be a part of the street art experience.   
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Concluding Remarks 
We have now examined the street art media with a focus on the experiences 
that can be said to arise from the way the media presents itself in urban space. 
We have found that street art holds characteristics that make it able to create 
unique and distinct experiences that are characterised by the way street art 
interacts with the city space as well as the way it is encountered in this space. 
We thereby see street art as an artistic media that can inspire to create new 
types of planned communicative experiences. However, in order to create a 
street art experience, the communication planner must meet the three above 
listed criteria, as it is these criteria that differentiate the street art experience 
from other types of experiences. In the following, we will discuss the pros and 
cons of the street art experience as a media for planned communication, and 
see wherein its potential and limitations lie in relation to this type of 
communication.  
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6.3 Planning the Street Art Experience 
We have now determined how street art can be said to create experiences in 
urban space. We will therefore turn our attention towards planned 
communication, in order to find out how this street art experience can be used 
strategically to plan and create meaningful experiences for a communicative 
purpose. We have found that there are three main characteristics to the street 
art experience, which we have formulated into three criteria that must be 
fulfilled in order to term an experience a street art experience. These criteria 
are thus the initial aspects to consider when determining whether or not a given 
communication problem is suitable to be solved through the street art 
experience. When planning to communicate through the street art experience, 
one has to consider its possibilities and limitations as a communicative media. 
In doing this, we will use a planning platform as presented by Preben Sepstrup 
(Sepstrup 2003) as a source of inspiration to formulate a planning framework for 
the street art experience as media for planned communication. Discussing the 
possibilities and limitations of the street art media, we will find out how street 
art can be used in planned communication – and more specifically, which 
planning guidelines we can formulate for the planner to bear in mind when 
utilising this type of experience as a media for the communicated. Finally, we 
will present a scenario that exemplifies how a planned communication effort 
can be made with this type of media as channel for the message. In this scenario 
we will in more concrete terms illustrate how a street art experience can be 
planned within the guidelines of our own criteria and our own planning 
framework.  
 
Until now, we have referred to the street art experiences as generated by street 
artists. However, we have now moved beyond the point of talking about street 
art in itself to discuss the aspects of the media that has potential to create 
experiences. We will therefore in the following isolate street art from its actual 
context and instead look at its communicative and experiential qualities.  
In order to have a vocabulary to describe the particular kind of experience, 
however, we will still employ the term ‘street art experience’, but it is important 
to note that this experience can no longer be termed as street art, but instead it 
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is an experience that uses the same communicative qualities as we have 
extracted from street art. This isolation of the phenomenon from its real context 
enables us to deal with it in a completely different setting, for completely 
different purposes, while making use of its best virtues.  
 
Planning Platform 
In his planning platform, Sepstrup deals with both a ‘strategic background’ as 
well as an ‘action plan’ (Sepstrup 2003: 126). In the strategic background the 
sender of the planned communication examines and formulates the nature of 
the given problem and the overall goals in relation to the target group in 
question. The action plan is the operational undertaking of the strategic 
background in which the planner must answer the questions: what should be 
said, when, where and how should it be said, and how can we measure the 
effect? (Sepstrup 2003: 127).  
 
However, even though we will be taking point of departure in Sepstrup’s 
planning platform, we will approach it from a completely different angle, since 
we in this thesis take point of departure in the media for a communication effort 
instead of in a given situation and a given problem. This renders to a certain 
extent the question of how a given message can be formed and designed 
superfluous, as we take point of departure in the street art experience as media 
for the communicated message. Instead of dealing with a concrete case, the 
goal of this thesis has been to find out how the street art experience can be used 
in planned communication. This focal point excludes one single conclusion to 
one single case, and we can therefore only present a frame in which it is 
possible to plan the experience, depending on a given case at hand. We will 
therefore in the following discuss what the potentials and limitations are for 
street art as experience communication by considering its possible purposes, 
target audiences, contents and messages. We will use Sepstrup’s strategic 
considerations, but instead of answering questions that takes point of departure 
in a given problem, we would like to pose the questions: for what purposes can 
the media be used, to whom can it speak, and what can be said? Ultimately, this 
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will lead us to formulate a number of planning guidelines that can be used as a 
framework for planning the communicative street art experience. 
  
For What Purposes Can the Media Be Used? 
In accordance with Sepstrup’s planning platform, one should always take point 
of departure in the nature of the given problem. As it is the case with all 
communication efforts, it is necessary to determine if information is the right 
solution to the problem, just as the same goes for determining if the street art 
experience is the right solution for the communication problem. We can 
therefore not put forth a definition of which problems that would be suitable for 
this kind of communication, as this will depend on the given situation. One must 
in each case evaluate whether or not the purpose, contents and messages are fit 
for the street art media. As a communicative media, the street art experience 
can in no way be said to be traditional, and we do therefore not expect it to be 
equally suited for all types of communication.  
 
In order to examine what types of communication problems are suitable for the 
street art experience, we can again return to our three criteria, as the fulfilment 
of these criteria will lead to certain limitations for the communication planner. 
As we have found, the primary characteristic and the first criterion for the street 
art experience is the fact that it unfolds in public urban space. This makes the 
communicated visible and available to everyone. One thus has to consider 
whether or not the communicated message is appropriate to be seen by all, for 
example both by children and adults. We can therefore question whether or not 
the media is appropriate for purposes or messages of a particular serious 
nature. The communication planner must therefore consider the ethics of 
communicating his specific message in a place where it is accessible to all.  
 
Likewise, it may seem out of place to communicate certain types of messages 
through the street art experience. As we have already discussed, one can in 
general question the experience’s ability to communicate efficiently, as this 
type of media renders the message very subjectively understood. When it 
comes to the communication of very important and precise information, it may 
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therefore be beneficial to consider another type of media that has less room for 
subjective understanding of the message, or to supplement the street art media 
with verbal communication. That could for example be in relation to messages 
that are directed at people’s health, and for messages that it is vital that they 
understood correctly - for example in relation to the avoidance of contaminated 
water or other issues that relates to life threatening situations. It is thus not all 
communication problems that have the advantage of being solved through this 
type of media.  
 
However, where the media has certain limitations as to what purposes it can be 
used for, it is also a media that in other instances is well-suited as the media for 
planned communication. The specific characteristics of the street art 
experience sets the frame for the type of experience that communicates the 
message, being situated in the city and making use of its own signs and 
constituents to generate new meanings and understandings of the world, and 
thus also delivering a message. The fact that the urban context plays a 
significant role in the communicated makes the street art a media suitable for 
communication about the city – or for subjects that relate to the city, aspects of 
urban life or information to the people who inhabit the city. The active use of the 
city and its constituents create a natural connection between the communicated 
and the context in which it is met. The manipulation of and interference with the 
city’s signs and constituents does not only add a certain value to the city and its 
otherwise inanimate objects, it also creates an experience of surprise and 
wonder that adds extra value to the message in question.  
 
We can thus conclude that the public urban setting of the experience entails 
some ethical considerations as to what types of messages it is appropriate to 
display for all to see and interpret. However, this specific use of the city does at 
the same time offer a unique possibility to communicate information about the 
city and matters relating to it through its own means of expression, namely the 
city itself and all constituents within it.  
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To Whom Can the Media Speak? 
As already established, the street art media is a communicative media that is 
met in public urban space where it is accessible to everyone. It therefore also 
has the potential of physically reaching all kinds of target audiences, as 
everyone has the possibility of passing by the media. However, it also has the 
disadvantage of being a stable media, situated in a specific place in the city, 
which makes it very difficult to control who will pass by and who will notice it. 
The communication planner can therefore only assume where it is most likely 
for his given target audience to pass by. According to Sepstrup, the individual 
becomes a potential receiver of the communicated when exposed to it 
(Sepstrup 2003: 70). We can therefore assume that by exposing the wide 
population to the communicated in public space, a certain percentage of the 
population will be susceptible towards this kind of information and the message 
in question. The street art experience therefore relies on the principle of hitting 
the few by aiming for all. This is also what Windahl and Signitzer describe when 
talking about the target audience7 as lying inside the receiver group (Windahl 
& Signitzer 1992: 14). This implies that since we do not exactly know who and 
where our target audience is, we will have to expose everybody to the 
message. However, this also means that the message has no relevance to a 
certain percentage of the exposed. The drawback to this kind of communication 
is thus the fact that it uses resources on people to whom the message has no 
relevance.  
 
When using this kind of media for communication, it is thus a question of aiming 
the experience as directly as possible at the given target audience, rather than 
trying to incorporate the whole receiver group. The narrower the target 
audience is defined, the less probable it becomes that the group will actually 
pass by and be exposed to the communication media. It is therefore most 
advantageous to use this kind of media to reach a fairly wide and homogeneous 
target audience such as ‘all cyclists in Copenhagen’ or ‘all dog-owners on 
Manhattan’, as this will increase the possibility of actually reaching a reasonably 
large percentage of the target audience.  
                                                 
7 Windahl and Signitzer employ the term ‘target population’, however, we have chosen to 
consistently use the term target audience through out this thesis.  
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We have now discussed the physical status of the street art experience as media 
for planned communication. However, as the experience is a very introverted 
construction, we will in the following also consider the more mental aspects of 
the media in relation to how it speaks to an audience and who this audience can 
be said to be.  
In our characterisation of the postmodern individual, we described this 
individual as the creator of his own identity in the sense that we all, to some 
extent, design and live out our own private life projects. We have in that sense 
already given a vague characterisation of the target audience that can be 
thought to be susceptible to relate to this type of communication media. 
However, deeming an audience as being postmodern would be an inadequate 
description of this audience. We still see a wide discrepancy between the 
different target audiences that can be reached through the street art experience 
media, depending on the particular problem in question. However, we do 
believe it is possible to describe a number of traits that can be said to 
characterise the communication consumers of today, though some may be said 
to epitomise these more than others.  
 
As previously described, people of today can be said to consume identities and 
construct themselves through several markers of identity. Thus, we can say that 
people today search for things that have value and meaning to them 
specifically. They search for things that for them exude aspects of identity and 
address them in manner that is more personal and authentic, making the 
communicated seem relevant to the individual. Here, we see the street art 
experience as a resourceful way to reach people in a more direct and personal 
way, as it is a media that is dependent on the personal experience of sensing 
the message. Moreover, it provides its audience with the possibility of utilising 
and customising the communicated as part of their own identity. In that sense, 
the experience will constitute an added value to the postmodern individual, and 
make the message in question seem relevant to the individual, as the message 
is understood on his own terms. 
  
However, this description of the postmodern individual does, as mentioned, not 
bring us any closer to a specifically suited target audience. However, in order 
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to specify the suitable target audience further, we can use our description of the 
‘urban nomad’ as presented in chapter 3. Considering the nomadic lifestyle and 
the search for meaning that permeates it brings forth both communicative 
potentials as well as obstacles for the communication planner to overcome. 
Seeing people today as having nomadic traits may imply that they are rather 
unwilling to commit and be involved. On the other hand, the fact that people are 
in a state of search for meaning and new impulses also mean that they are open 
and ready to be seduced by experiences. In this sense, street art as a subtle 
media in the city can be said to accommodate the experience needs of an urban 
nomad today. It offers the urban nomad a treasure hunt he can engage in, and it 
offers him unexpected experiences both in and of the city without being 
importunate; it is up to the perceiver to decide the level of involvement and 
commitment in relation to the given experience. We can therefore say that the 
street art experience is particularly suited to talk to the postmodern urban 
individual, as it is a media that accommodates this individual’s need for 
impulses and experiences, as well as it is a media that uses the physical urban 
setting in the creation of these experiences. 
  
As a communicative media, the experience media is in general a fairly 
unconventional way of speaking to people. It is a media that takes the rear 
entrance, so to say, when delivering a message, speaking to people’s emotions 
before their minds. However, as the experience media speaks directly to 
people’s emotions, it is also a media that addresses them in a more direct 
manner than most other media which have standardised forms and are 
designed to reach a whole target group in the same way. When communicating 
though an experience, it is recognised that we all see and experience the world 
differently and therefore also consume information in different ways. We 
thereby acknowledge that a person’s needs and background make up the 
foundation for his usage of information, and that the individual will consume and 
use media in line with other kinds of consumption (Sepstrup 2003: 44). In this 
relation, we see the postmodern individual as an ideal receiver, since the 
postmodern individual is in search of experiences that can fulfil his needs for 
markers of identity. When aiming the communication at the receivers’ feelings 
instead of their minds, it gives the postmodern audience a chance to use the 
communication on their own terms and in accordance with their own needs by 
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allowing certain room for a free and subjective interpretation. Moreover, the 
meaning the given message has for the individual is based on personal 
impressions and personal experience, and therefore gains a higher degree of 
relevance for the individual, as it is a message that relates directly to him and 
him alone. 
 
As mentioned, the postmodern individual cannot alone be said to constitute a 
potential target audience for street art experience communication, as we see 
the traits of postmodernity as permeating both society and all individuals within 
it to a higher or lesser extent. However, we still believe it is possible to say that 
some people are more susceptible than others to relate to this type of 
communication. Interpreting and understanding the meaning of a non-verbal 
expression can be said to be more challenging than just reading an intended 
message, and the street art experience can in that sense be said to be a form of 
communication that can easily create an information gap. As the street art 
experience in many ways is a complex meaning structure, not everyone will at 
first glance know what to make of it and not everyone will know how to decode 
the experience media meaningfully. The target audience that will be best suited 
for the street art experience can therefore be characterised as an audience that 
is relatively used to reading and interpreting complex communication. 
According to Sepstrup, this is a group that has a developed ability to receive 
and consume information8 (Sepstrup 2003: 140). This means that individuals 
who are already used to view and decode street art, will easily be able to detect 
and use street art as experience communication, and in this sense, they can be 
said to be in a better state to sense the ideas behind the communicated. To 
some people, this type of communication may seem illogical and strange, and 
they may have difficulties in identifying the media as a media for 
communication of intended messages. Others, on the other hand, are more 
used to this type of ‘alternative’ communication and can at a glance identify the 
media as a communicative one.  
 
We can thus conclude that as a communicative media, the street art experience 
is a suitable way to reach people of today who carry traits of the postmodern 
                                                 
8 In Danish, Sepstrup terms this group as ‘informationsstærke’.  
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condition. Its ability to talk directly to the individual as well as its wide room for 
personal interpretation makes it a communicative media that can accommodate 
the postmodern individual’s need for customisation and identification. 
However, the stable placement of the media in the urban space as well as the 
difficulties in predicting the exact whereabouts of the specific target audience 
gives the media a disadvantage of reaching its target audience, especially if this 
audience is too narrow. The communication effort will therefore be most suited 
to use the street art experience as media for the message if the target audience 
is fairly homogenous and broadly defined. Moreover, the media can be said to 
challenge the receiver in interpreting the message, as it takes a certain degree 
of engagement and reflection to construct meaning from the media. It can 
therefore be necessary to supplement the street art experience with more 
direct means of communication in order to reach the entire target audience.   
 
What Can the Media Say?  
Considering what types of messages that are suitable to be communicated 
through the street art experience, we are left with the paradox of aiming to 
communicate intended meaning through a media that is relatively ambiguous 
and open in its form. The open form of the street art media, where the 
interpretation is left in the hands of the receiver, is a challenge to overcome for 
the communication planner, as it can never fully be controlled what the 
perceiver will associate from the experience. As we have previously touched 
upon, the sender can try to ensure that the media contains a field of open 
possibilities for the reader to decode, as we have presented it in Eco’s 
terminology. This gives the receiver an opportunity to freely associate and form 
meaning on his own terms, while the communication planner at the same time 
has formulated a frame in which the decoding can unfold. This would, according 
to Eco, ensure that the work does not hold an infinite number of possible 
readings. However, this still rather open form of communication leaves us to 
infer that in the case of complex or detailed messages, it is increasingly difficult 
to ensure correspondence between the intended meaning and the received 
meaning. This also leads us to say that the more complex the given message is, 
the more difficult it will be to communicate it through the street art experience. 
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This aspect is thus a natural limitation to the media and the messages it can 
carry. When it comes to planned communication, a campaign that makes use of 
the street art media will therefore benefit from being supplemented by other 
types of media. Due to the openness of the media and the largely subjective 
way of interpreting it, the planner can consider to stabilise and concretise the 
message by using media such as the internet or brochures that will ease the 
interpretation of the communicated message. A campaign constituted by a 
street art experience alone will render a given message very insecure, and 
even though it will invoke an experience, it is very uncertain to predict about 
the success of the communication. The experience media makes it far more 
difficult to handle concrete messages or concrete pieces of information than 
other types of communicative media, as for example written publications. Thus, 
it is, as mentioned in the analysis, not a media that is suitable for a lot of written 
information or very complex pieces of information, as this will decrease the 
target audiences’ chance for attention and comprehension. Therefore, when 
using street art as a communicative tool, we can infer that it is most suitable for 
simple messages that can be easily decoded, as the media has limited space for 
complexity in both construction and meaning. This should also be considered in 
relation to our criteria of the urban setting. Due to the fact that the media is met 
in urban space, not everyone will be likely to stop up and take a thorough look 
at the media when encountering it. The messages that can be communicated 
through the street art experience will therefore have to be easily decidable and 
fairly simply presented.  
 
The ambiguity and unpredictability that we have found to be an essential part of 
the street art experience should also be maintained in planned communication, 
and it is therefore more difficult to secure correspondence between the 
intended and the received message when it comes to the street art experience 
in comparison to most other communicative media. In the same way that we can 
question the ability of the street art experience to communicate concrete 
information, the ambiguity that characterises the street art experience is what 
makes it interesting and appealing to read and decode. The stirring feeling that 
the receiver may experience when encountering this kind of communication is 
an essential reason for keeping him engaged in the experience, as this adds 
value to the communicated. In this sense, the experience becomes the mediator 
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of the message and makes it memorable and valuable to the receiver. It is 
therefore advantageous to use the media’s entertainment value and to let the 
perceiver construct his own understanding of the message, based on his own 
preconditions for interpretation. This is what Sepstrup touches upon when he 
says that the consumption of information is motivated by the entertainment 
value (Sepstrup 2003: 57). The contents of a media can therefore rely on the 
immediate experience that the usage of the media provides the receiver with. 
In this relation, the street art experience can be said to possess an added 
entertainment value that catches the attention of the receiver, and therefore also 
increases the potential of keeping him engaged in the communicated.  
 
Furthermore, the elements of surprise and unpredictability in the street art 
experience have the potential of catching the attention of the receiver and in 
that sense expose people to the communicated even though they are not 
actively seeking out information. The passive attention means that the person 
involuntarily will become alert and in a position to use his senses (Sepstrup 
2003: 56). There is thus little information costs involved with the consumption of 
the planned street art experience, as it can be met accidentally and does not 
necessarily have to be sought out. This leads us to say that the street art 
experience has a high potential to create initial and continued attention, which 
is a precondition for successful communication (Sepstrup 2003: 48). The initial 
attention is what will lead the receiver to reflect upon the communicated and 
make the experience a meaningful one. However, the ability to catch the 
attention of the receiver as well as the ambiguity of the media are factors that 
may be difficult to handle in planned communication. The challenge of the 
planning thus lies in emphasising the right amount of experiential elements 
while at the same time securing a certain amount of control of the 
communicated.  
 
We can thus conclude that when it comes to the communication of messages, 
the street art experience has little room for complex and challenging 
communication, as the message has to be easily decoded. Moreover, the large 
amount of subjectivity in the interpretation of the message is also an aspect that 
must be considered when using this media for planned communication. The 
message in question must be one that can hold a certain amount of subjective 
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understanding without losing its intended meaning. It is therefore, as we also 
concluded in the previous, a communicative media that in some instances can 
benefit from the supplement of more precise communicative media if the 
message is to be delivered and understood with a fair degree of similarity. 
However, just as the media has its communicative limitations, the opposite is 
also the case. The experience holds an element of entertainment, which makes 
it more inciting and desirable to actually engage oneself in the experience and 
thus also in the communication. It is in that sense a media that has the ability to 
both create initial attention due to its untraditional way of presenting itself, just 
as the entertainment value of the experience can incite increased attention from 
the receiver.  
 
Formulating a Planning Framework 
We have now discussed various potentials and limitations of the street art 
experience as a media for planned communication, and have found that the 
media can be used for planned communication, however, within certain frames. 
On the basis of this discussion, we have formulated a number of conditions that 
the planner must bear in mind when considering using the street art experience 
media for planned communication. 
 
The paramount advantage of the street art media is the fact that it employs an 
untraditional way of reaching its audience. A decisive aspect of the 
communication situation is the fact that the experience comes before the 
realisation of the communicated, thereby adding a certain value to the message 
in question. Through the experience and the emotions this generates in the 
receiver, the receiver conjures up his own subjective understanding of the 
message. It is thus a type of communication that can be said to speak directly to 
the individual, as it invites the receiver to be co-producer of the message and to 
construct meaning as he sees it. The media addresses the individual on his own 
terms and takes point of departure in the individual and his private 
understanding of the world, rather than in a constructed notion of him and his 
needs as similar to a whole target group. Moreover, the street art experience 
can be said to have an appealing nature that surprises and engages the 
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receiver in the communicated. It hits people where they least expect it and 
gives the individual an occasion and room to stage himself, construct stories or 
have a sense of community. The street art experience can in that sense be said 
to have an added value that catches the receiver’s attention and encourages 
him to read and interpret the expression. This adds value to the experienced as 
well as the communicated and makes it meaningful to the receiver.  
 
Summing up, we can conclude that as a media for planned communication, the 
street art experience is not equally suitable for all types of communication 
problems, and, likewise, it is does not speak equally well to all types of target 
audiences. However, we have also found that where we find the limitations of 
the media is also where we find its potentials.  
 
Limitations: 
A) The public display of the media makes it important to consider the ethics of 
the message in question. As it is visible to all, it is not a media that is suitable for 
messages that may seem inappropriate to a certain part of the population, like 
for example children. 
 B) Due to the site-specificity of the media, it is somewhat difficult to control to 
what extent a given target audience will be exposed to the communication. A 
too narrowly defined target audience will therefore decrease the possibilities of 
reaching a large percentage of the target audience.  
C) The open form of the street art experience and the fact that it is subjectively 
understood makes it difficult to ensure a correspondence between the intended 
message and the received message. Therefore, messages that need to be 
understood in a precise or detailed manner need to be supplemented by more 
tangible media that can express these messages through verbal language.  
 
Potentials:  
A) Being a media that as a criterion needs to be found in urban space makes it 
beneficial to use it for topics that have the purpose of communicating about 
urban space or aspects of urban life. It is in this way easier to intertwine the 
communicated message and the actual experience.  
B) The street art experience is a suitable media to speak to the postmodern 
individual. It is a form of communication that allows the individual to internalise 
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the message and to generate an understanding of the message on his own 
terms, just as it accommodates his need for experiences that add value and 
meaning to his life.  
C) The unusual expression of the media attracts the attention of the receiver. 
Moreover, the openness and entertainment value that permeate the street art 
expression keep the receiver engaged in the communicated, spurring him to 
use his imagination and create meaning himself. This makes the street art media 
suitable for simple messages that have the purpose of creating initial attention.  
 
These abovementioned conditions cannot be regarded as a recipe for how to 
create street art experiences, but rather serve as a reminder of how to fit the 
street art experience into the realm of planned communication. The conditions 
can be regarded as guidelines that can be complied with to a greater or lesser 
extent in order to create the kind of experience that can be termed a street art 
experience. It is thus up to the planner, depending on the concrete case in 
question, to scheme and design the communication effort. One must carefully 
consider what type of message that is to be delivered to which audience and for 
which purpose, as it is not always the best solution to use this type of media 
when solving a communication problem. It is therefore our intention that our 
reached results may serve as a framework for how to use street art in planned 
communication, however, in accordance with the given case in question. In the 
following, we will illustrate how a communication effort can be planned and 
utilised with the street art experience as media, considering the possibilities 
and limitations of the media as listed in this chapter.  
 
6.4 Scenario: “Think Twice” 
We have now found out how we can plan and design street art as experience 
communication. From our analysis of the works of Michael De Feo, Dan Witz and 
Paul Notzold, we have found different aspects that are fundamental to the street 
art experience, apart from the experiential elements that we presented in our 
experience design. These aspects form the criteria that the communication 
planner must meet in order to think and plan street art as experience 
communication: I) the urban setting, II) the formation of new meaning structures 
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through this setting, III) elements of surprise and unpredictability in both 
setting and meaning. 
Furthermore, we have dealt with a planning framework in which we have set the 
frame for how to plan the street art experience in terms of its limitations and 
potentials, while at the same time considering the three criteria for street art as 
planned experience communication. When using the street art experience in 
planned communication, it is thus a question of creating an experience that 
accommodates the three criteria that we see as essential for the street art 
experience, while at the same time staying within the formulated planning 
framework. 
 
In the following, we would like to present an example of how to plan and design 
street art as experience communication, while taking point of departure in both 
the three criteria and the presented planning framework. We, as well as other 
planners, can think freely and creatively within the provided criteria and 
framework. The following scenario can therefore not be described as a direct 
outcome of our analysis or as a conclusion to our cardinal question. Rather, it is 
an example of how street art can be planned as experience communication in 
practise, while using the results of this thesis.  
 
Choosing a Problem Case 
Being a communication planner faced with a concrete problem, one will have to 
evaluate whether or not the problem at hand is suitable for this particular kind 
of communication. However, in choosing a case, we will pick one that can be 
thought to fit our planning framework. We have chosen The Danish Road Safety 
Council (Rådet for Større Færdselssikkerhed) as senders of the message. We 
imagine that The Danish Road Safety Council will launch a campaign that 
focuses on traffic safety among cyclists in Copenhagen. This case will allow us 
to create a scenario that meets the criteria as well as it enables us to plan within 
the framework. As this case enables us to create a scenario that takes place in 
an urban setting, it meets one of the criteria of being street art as experience 
communication. Furthermore, it is a case that contains messages that are 
relevant to urban living, which makes it a good solution to use the street art 
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experience as media for the message, as we have found out that this type of 
messages is the most suitable type to deal with in relation to this particular 
media. In the following section, we will present the given case as well as the 
communication problem. Even though the case is fictive, we have based the 
scenario only on real facts, as we wish to give an example that can actually be 
realised and not only theorised. 
 
Strategic Background 
We imagine that The Danish Road Safety Council is launching a new campaign 
that will place emphasis on traffic safety among cyclists in Copenhagen. 
Copenhagen is a city where more and more people choose the bicycle over the 
car as their daily means of transportation. Traffic censuses made by 
Copenhagen Municipality show that since 2003, there have been more cyclists 
than motorists in central Copenhagen – and this development seems to 
continue9. Statistics from Copenhagen Traffic Council (Byens Trafikråd) show 
that in 2007, 20 cyclists were killed in traffic, and more than 300 cyclists were 
severely injured in Copenhagen alone. This corresponds to more than half of 
the total number of killed and injured persons in the city10. Accidents that 
include cyclists are usually of a serious nature, and the accidents mostly appear 
in connection with intersections – mainly in four-sided traffic lighted crossings 
and in crossings with duty to give way. The accidents usually involve right and 
left-turning motorists, cross-collisions and accidents with car doors. 
Unfortunately, many of the accidents happen due to careless and inattentive 
driving on behalf of the cyclists themselves11. Traffic safety among cyclists is 
therefore an issue that needs to be prioritised, both by politicians and road 
users and especially by the cyclists themselves.  
 
Due to earlier campaign efforts, we may assume that cyclists already have a 
certain amount of knowledge of the risks involved with cycling. Our 
communication effort will therefore have the purpose of increasing the cyclists’ 
awareness of traffic safety and of reminding them of the dangers involved. We 
                                                 
9  www.berlingske.dk/article/20070814/danmark/108141126 (visited 12.09.2008) 
10 www.byenstrafikraad.dk/Default.aspx?ID=71 (visited 12.09.2008) 
11 www.byenstrafikraad.dk/Default.aspx?ID=63 (visited 12.09.2008) 
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will increase the cyclists’ awareness by informing them of especially dangerous 
intersections, so that they will pay more attention to the traffic and act more 
cautious in traffic, whereby accidents can be reduced.  
 
As we wish to change the behaviour of cyclists in Copenhagen, they constitute 
the most well-defined target audience of the campaign. The communication 
product will as a given address everyone; all of those passing by on bicycle or 
on foot or driving a car. The communication effort can therefore be met by 
anyone, but will mainly be relevant for those who reside in Copenhagen and 
who use the bicycle as a means of transportation. Furthermore, the message will 
mostly be relevant for those who regularly cross the given intersection. 
However, as the overall aim also is to increase cyclists’ awareness of traffic 
safety in general, everyone can be said to benefit from the communication 
effort, as the communicated messages not only apply specifically to the 
intersections in focus. This means that even though the cyclists may not feel a 
need for information on the matter, the message will be relevant for all cyclists.  
 
As a slogan for the campaign, we have chosen ‘Think Twice’, as this is the 
message we wish for people to deduct from the campaign. This message is 
aimed at the behaviour of the cyclists, urging them reconsider their reckless 
conduct in traffic. The message will be presented in different ways and through 
different types of media.  
 
Street Art as Part of the Campaign 
As a given, we assume that the communication effort will be launched as a 
campaign and not as a single effort in the city. As we have previously 
established that the street art experience lacks the ability to communicate very 
concrete, precise or detailed messages, we see the street art experience as part 
of the campaign and not as its sole constituent. Due to the ambiguous nature of 
the street art experience, we feel that it would be necessary to accompany this 
form of communication with more stable forms of communication, such as 
posters or streamers around urban space with written information, in order to 
get the message across in a direct as well as an indirect manner. The campaign 
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as a whole will therefore consist of different parts and of different efforts, each 
targeting the audience in different ways, which altogether increase the 
awareness of traffic safety. To communicate through the street art experience is 
therefore not necessarily the most efficient way of communicating the message, 
but it has other advantages in the way it meets and speaks to an audience. In 
dealing with this scenario, we will primarily focus on the part of the campaign 
that is comprised of the street art experience.  
 
Traffic campaigns are nothing new, and the effort to increase traffic safety is a 
constant one. When people are constantly being bombarded with messages, it 
leads to a devaluation of the traffic campaign, and the presented information 
may seem trivial and less pertinent. We believe that the continuous reckless 
behaviour of cyclists in Copenhagen points to the need for more information – 
and in particular for information that makes use of other means of 
communication than traditionally seen. This calls for means of communication 
that captivates people and make them see the communicated as relevant to 
themselves. It is thus a question of making the communicated relevant to each 
individual, make him internalise the message and make it his own. For this 
purpose, we can use the communicative experience as inspired by the street art 
media, as we have presented it in the previous. The challenge to this way of 
communicating a message can, however, be said to lie in the combination of 
creating a meaningful experience that at the same time can be identified as a 
communicative expression, giving away an intended message. 
  
Planning within the Framework 
As previously touched upon, the problem case relates directly to conduct in 
urban space, which makes it suitable for this type of communication. This 
increases the possibility of coming up with an expression that integrates the 
communicated message in the experience. We can question whether or not the 
topic of traffic safety is a too serious topic to be communicated through street 
art. However, we believe that it will benefit the message of being 
communicated in a different way than otherwise done. Moreover, as the 
purpose is to change the behaviour of the individual cyclist, it is relevant to use 
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a media that communicates to the feelings and emotions of the individual and 
seeks to give the message relevance to the individual in question. It is thus in 
this case advantageous to speak to the emotions of the target audience, as this 
will help them internalise the message and thus hopefully change their 
behaviour in traffic.   
 
As mentioned, we acknowledge that it is difficult to cement a concrete message 
of a campaign effort solely by the use of the street art experience – mostly 
because we cannot guarantee how the communicated is received, as well as 
due to the subtleness of the expression. We therefore find it suitable to 
supplement the campaign with other means of communication that can inform 
more precisely about the statistics and effects of reckless driving, thus 
supporting the “Think Twice” message. On the other hand, what makes the 
street art experience a suitable media to communicate by, is the fact that the 
message is a simple one. We can thus assume that the message will be 
relatively easily decoded from the experience.  
 
As mentioned, there have been several campaigns focusing on traffic safety and 
accidents in right-hand turns during the last decade. We can therefore assume 
that the target audience is relatively informed on the subject. This makes it 
easier for them to absorb the message, since it is probably one they already 
know of. This is advantageous when using this type of communication media, as 
the installation thereby can rely on creating initial attention and on being a 
reminder, rather than presenting a piece of groundbreaking information. In this 
way, the experience part of the campaign will not have to rely too heavily on 
the communication of concrete messages alone.  
 
Traffic safety is a matter that is relevant to many kinds of people, and we can 
therefore not delimit the target audience according to age, gender or other 
parameters of the sort. In other words, the target audience of the campaign is 
large and comprises all kinds of people with all kinds of backgrounds. The 
common denominator is simply the fact that they ride a bicycle in Copenhagen. 
This makes the message more suitable to be communicated through the street 
art experience, as it increases the possibility of exposing the communicated to 
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an audience for whom the communicated will be relevant, as the target 
audience is not too narrow.  
Moreover, we can assume that the alternative way of communication will attract 
a different audience and speak to the audience in a different manner, compared 
to other communication efforts about traffic safety. In other words, we assume 
that this part of the campaign will speak in a way that is particularly inciting for 
the postmodern individual, as previously described. The strength of the 
communication will therefore lie in its way of speaking to the emotions of the 
perceivers as well as its ability to meet people where they are – both physically 
and mentally. By this we mean that the communication product is accessible to 
everyone – out in the city streets – and uses the urban as a physical setting. The 
communication furthermore meets people where they are on a mental level, 
since the perceiver can use the communicated on his own terms and has the 
liberty to form his own stories and meanings from the experience. 
 
Designing the Product 
The communication effort will consist of a focus on a number of the most 
dangerous intersections for cyclists in Copenhagen, reminding them how 
dangerous it is to be inattentive and careless in traffic. We will do this by 
placing an installation of a bicycle in the chosen intersections. A bicycle will be 
placed or parked in one of the right-side verges where the cyclists stop for red 
light. One bicycle will for example be completely white, but with red paint 
dripped over it, giving the receivers associations of blood and making them 
think of an accident. Some of the bicycles will be buckled, which makes the 
association to a crash more evident. On their way around Copenhagen, people 
will thus encounter the different bicycles in different intersections, which at first 
glance may look like normal bicycles. However, the bicycles will stand out from 
normal bicycles by being painted over and look like they are damaged from 
the involvement in a crash. It is therefore the intention that the receiver will 
connect the meaning of a crash with the given intersection, so that the 
installation will communicate the message: “think twice” or “watch out, this is a 
dangerous intersection”. 
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In this connection, it is also important that the bicycles will appear different than 
normal bicycles, so that it is clear for the receivers that they are objects of 
communication and not the remains of a real bicycle crash. This can be done by 
painting the bicycles completely over, which make them appear different and 
stand out in comparison to other bicycles. This will also make them more 
uniform and provide them with the same stylistic appearance, so that they can 
be identified as belonging to the same communication effort. Thereby, the 
receivers will become more prone to search for and reflect on intended 
meanings. Furthermore, if there is an aesthetic or artistic appeal in the design of 
the bicycles, there is a chance that the receivers will feel a sense of curiosity. By 
examining the bicycles at a closer look, it will therefore be possible to find a 
reference to a website, which reveals the sender of the message, and where it is 
possible to find more information about the campaign. Furthermore, this will 
provide the receiver with more stable information and a concrete message in 
the form of the slogan of the campaign: Think Twice. In this way, the installation 
will be able to communicate in itself, as well as it will be accompanied by more 
precise knowledge and information.  
 
Meeting the Criteria  
As previously established, there are three main characteristics to the street art 
experience that differentiates it from other types of experiences. These 
characteristics are thus criteria that must be met when designing a 
communicative street art experience. The first of these criteria is the urban 
setting. This is a criterion that is not difficult to meet, as the nature of the 
problem is urban dependent, namely traffic safety in dangerous intersections. It 
is therefore evident that the communication effort must be made in this very 
setting, meeting the audience where it actually is. The second criterion for the 
experience is the manipulation of the city’s own constituents with the intent of 
forming and creating new meaning through this manipulation. With regards to 
this criterion, we see the insertion of the bicycle in the intersection as the 
creator of a new meaning structure. Even though the meaning that is conjured 
up by the insertion of the bicycle as a ‘sign’ cannot be thought to be completely 
new to everyone, it serves as a mediator for messages that would otherwise not 
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have been there. The very presence of the bicycle in the intersection can 
therefore be said to give away meaning, based on the way in which the bicycle 
interacts with the intersection and the meaning it ascribes to it. The third 
criterion is the sense of surprise and unpredictability that the installation must 
contain in order to engage the perceiver in the communication effort. 
Moreover, these elements can be said to be the instigators for the meaningful 
experience, as they serve to produce feelings and emotions in the perceiver, 
based on the impressions he receives and the immediate experience generated 
by the meeting with the bicycle. The bicycles are made to look like normal 
bicycles, however, with a certain twist to them that creates the experience. The 
surprise can therefore be said to lie in several facets of the communication 
effort; the surprise of seeing something unexpected, namely, what seems to be 
the remnants of an accident; the surprise of finding out that this is in fact a 
construction that tries to communicate something specific; and the surprise of 
realising the new information about the intersection, namely that it is 
dangerous. The campaign can in that sense be said to fall in line with the three 
criteria we formed on the basis of our analysis. Moreover, we can gather that 
even though the fulfilment of the three criteria can seem strained, it gives away 
a particular kind of experience that has certain advantageous in relation to the 
specific communication effort.  
 
The Meaningful Experience 
It is, as established, through the experience that the message is communicated. 
We will thus in the following section explain how the street art experience in the 
given scenario is created and how it can be said to communicate meaningfully. 
We will describe the experience based on the experience process model 
presented in chapter 5.  
Like in the case of a street art work or installation, the installation of the bicycle 
will provide the receiver with a sensory impression. The receiver will see the 
bicycle and its different shapes and colours, leading the receiver to interpret 
and evaluate the experienced and ascribe some meaning to the bicycle through 
his own feelings. The buckled form of the bicycle or the red paint will perhaps 
lead to receiver to associate it with an accident, which will most likely prompt a 
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sense of shock or dread. The immediate experience (Erlebnis) of encountering 
the bicycle is therefore instigated by its mere presence in the intersection and 
the emotions this provokes in the receiver. When the receiver evaluates these 
emotions, he will form an immediate reaction, reflect on what he sees, thus 
making the experience meaningful. It is therefore not until the receiver reflects 
on the experiences (Erfahrung) that the message will have a learning and 
communication potential. We may imagine that the cyclist in his further 
activities will reflect on the experience, and thereby also the communicated. If 
he becomes conscious and aware of the message, there is a possibility that he 
will draw the conclusion that it can be dangerous to drive a bicycle and change 
his behaviour by driving more carefully. In this way, the communicated 
message becomes part of the experience, which makes the experience and the 
message two sides of the same coin.  
 
In designing this scenario, we have integrated some of the experiential 
elements we have dealt with in this thesis into a communication product. As 
described above, the bicycle can be said to speak to the senses and emotions 
of the receiver, which is a precondition for the experience itself and for the 
receiver to be engaged in the communicated. This can also be said to be the 
instigator for the construction of narratives in which the receiver forms 
meaning. The bicycle can in this connection appear as a symbol for what has 
happened in the given intersection. The receiver is encouraged to connect his 
own behaviour with the story of the bicycle and to internalise the communicated 
when he generates his own meaning and message from the communication 
product. The bicycle can therefore be said to impel the receiver to both 
construct a story of the bicycle as well as of himself in connection to the bicycle. 
We can therefore infer that it is not before there is an actual reflection and 
narrative construction of the bicycle and what it communicates that we can 
speak of successful communication. Whether or not the receiver engages 
himself in the experience as well as what exactly he makes of this experience 
can be difficult to predict. However, as mentioned, there is an increased 
possibility of cementing the message if the campaign is supplemented with 
other types of media, such as posters and brochures. We thus see an advantage 
in combining experience communication with other and more traditional means 
of communication, as this combined effort calls attention to the campaign in 
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different and alternative ways as well as it speaks to the receivers on several 
layers of sensing and cognition.  
 
The above scenario has been presented as an example of how a communicative 
experience can be designed with inspiration from the experience media, 
especially focusing on street art as media for the experience. However, there 
are endless ways in which this experience or some of the experiential elements 
can be utilised in planned communication. As mentioned earlier, the limitations 
are only to be found in the creativity and imagination of the planner.  
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7 // Conclusion  
By analysing the works of three different street artists, we have found out how 
street art creates experiences in urban space. We have found that street art 
creates experiences and new meanings in the way it intervenes with the already 
established sign systems and meaning structures of the city. The interference 
between already existing elements of the city and added elements gives rise to 
the formation of new meanings and new definitions, provoking the perceiver to 
see and experience new meaning structures in the city while existing ones 
remain. By the insertion of a street art work – or a sign as we see it – a 
displacement of meaning is created. When new meaning possibilities arise, it 
leads to new ways of perceiving and thus also to a sense of wonder and 
surprise. Street art is therefore a media that creates experiences by creating 
new meaning structures, as well as it furthers the interpretation of new 
meanings, based on the particular experience. 
 
We can conclude that in many ways, the street art experience cannot be said to 
differ from other kinds of communicative experiences in the way it makes use of 
experiential elements. As in the case of other communicative experiences, the 
street art experience makes use of elements such as sense stimulation, 
storytelling and active involvement as a means to engage the perceiver in the 
communicated. However, we have found that the street art experience holds 
qualities that are distinct and unique for this particular media. From the analysis 
of the three street art series, we have concluded that they share the common 
feature of surprise and unpredictability as primary engager in the experience. 
We thus see these two features as inseparably bound to the street art 
experience, not only in relation to the new meanings that arise from the 
experience, but just as much in the actual encountering of the work in the city.   
We can thus conclude the street art experience is characterised by three 
decisive elements that differentiate it from other types of experiences: 
 the urban setting 
 the formation of new meaning structures through this setting 
 elements of surprise and unpredictability in both setting and meaning 
 129
 
Moving on to the question of how this particular street art experiences can be 
used in planned communication, the three specific characteristics therefore also 
constitute a number of criteria that the communication planner must seek to 
comply with in order to plan and create a communicative street art experience. 
The three criteria thus also lead to a number of conditions for how to use street 
art in planned communication.  
 
The street art experience must unfold in public urban space in order to meet 
the first criterion, making it a media that is visible to all. However, at the same 
time, the media is situated in a stable position, which makes it difficult to reach 
an entire target audience, unless they happen to pass by the specific location. 
The message in question is communicated through the individual experience, 
making the communicated message a matter of the individual’s own 
interpretation, based on his experience and his own preconditions for 
interpretation. The street art experience can therefore be said to be marked by 
an openness, as well as it furthers a very subjective understanding of the 
message in question. We can therefore conclude that the street art experience 
is an unsuitable communication media for:   
 Topics or messages that are unsuitable to be seen by all 
 A very narrowly defined target group  
 Very specific or detailed pieces of information that must be precisely 
understood 
 
However, where the media has its limitations, it also has its advantages and 
potentials. Its situation in public space as well as its use of the city’s own 
expressive constituents makes it a media suitable for communication relating to 
city life and the city in itself. Moreover, the experience adds extra value to the 
communicated, as it becomes a playful element in the communication process. 
The receiver becomes an active part of the communication process, as it is up to 
the receiver to create his own interpretation of the message through the 
experience. In that sense, it is also a media that allows the receiver to 
internalise the message and use the communicated on his own terms. These are 
facets that we see as particularly appealing to the postmodern individual due to 
the fact that the media’s ability to talk directly to the individual as well as its 
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wide room for personal interpretation make it a communicative media that can 
accommodate the postmodern individual’s need for customisation and 
identification. Moreover, the inciting nature of the media that summons the 
receiver to participate in the communication process makes it a media that has 
the ability to call attention to a larger campaign as an alternative way of 
presenting a given message. However, the messages communicated through 
the street art experience must be simple and short, as the media has little room 
for complex meaning structures. We can therefore conclude that street art is a 
suitable media for:  
 Topics or purposes relating to the city and aspects of urban life 
 The postmodern individual  
 Simple messages that spur initial attention 
 
We can thus conclude that as a media for planned communication, we find both 
strengths and weaknesses in the street art experience. Whether or not the 
street art experience is an appropriate media for the message will always 
depend on the given case and the communication problem in question. 
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Thesis MySpace page  www.myspace.com/urbannarrative 
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9 // Formidling af specialet 
9.1 Overvejelser om formidlingen  
Målgruppen 
Artiklen skal formidle viden om, hvordan street art kan skabe oplevelser i 
byrummet, samt under hvilke betingelser man kan planlægge oplevelser, som 
beror på street artens kommunikative virkemidler. Artiklen skal henvende sig 
til kommunikationsbranchen og særligt folk, som beskæftiger sig med nye 
tiltag og nye kommunikationsformer, eller kommunikationskonsulenter der 
beskæftiger sig med oplevelseskommunikation. Det kan både være 
kommunikationsfolk, som arbejder på eventbureau, og som har lyst til nye 
input. Eller det kan være kommunikationsfolk, som beskæftiger sig med 
planlagt kommunikation i form af kampagner, og som har brug for nye input til 
at tænke i nye og anderledes kommunikationsformer.  
 
Medie 
Artiklen er rettet mod kommunikationsbranchen. Derfor har vi valgt 
Kommunikationsforum som medie, da det er et sted, som dagligt bliver brugt af 
kommunikationsfolk fra alle hjørner af branchen. Sitet fungerer som en 
platform, hvor kommunikationsfolk kan vidensdele, netværke og debattere 
faglige perspektiver. Vi mener, at det er et passende medie, da vi vil ramme 
målgruppen, hvor de er opsøgende omkring viden om kommunikation. 
Desuden er det et website, som løbende bliver opdateret med artikler og 
debatter om branchen, og det vil derfor være et passende sted at byde ind med 
viden om nye medier og nye kommunikationsformer.  
 
Målgruppens møde med formidlingsproduktet 
For at formidle vores viden og fange modtagernes opmærksomhed, vil vi søge 
at formidle specialets resultater på en måde, så det er lettilgængeligt for 
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målgruppen. Vi vil derfor undgå for mange akademiske og teoretiske 
begreber. Derudover vil vi søge at gøre resultaterne relevante for målgruppen 
ved at møde dem i deres faglighed. Det betyder, at vi vil fokusere på 
hovedresultaterne og særlig den del af vores resultater, som kan bruges på et 
mere praktisk plan af den enkelte kommunikationsmedarbejder. Vi vil i den 
forbindelse også tage hensyn til, at målgruppen ikke nødvendigvis ved, 
hvordan vi opfatter og definerer street art. Den formidlede viden vil altså 
fokusere på både en praktisk tilgang til kommunikationsfaget samt 
baggrundsviden for vores resultater. Derudover vil vi tage i betragtning, at 
artiklen bliver publiceret på et webmedie. Det betyder, at 
sætningskonstruktionerne ikke skal være for tunge og lange, og at artiklen skal 
være overskuelig i dens form.  
 
9.2 Artikel 
 
Kommunikation på modtagerens betingelser 
Af Anne Ji-Mi Herngaard og Frida Ulrik-Petersen  
 
Vi befinder os i dag i en verden, der er fyldt med et sammensurium af 
udtryksformer og medier. Kommunikatører skal løbende finde på nye 
måder at fange folks opmærksomhed. Men nye og kreative udtryksformer 
omgiver os til dagligt i det offentlige rum i form af den street art, der 
findes i byens gader og stræder. Netop street artens kommunikative 
virkemidler kan udnyttes, når der skal sælges budskaber og endnu 
vigtigere: Street art kan bruges som oplevelseskommunikation, hvor 
kommunikationen foregår på modtagerens egne betingelser.  
Som kommunikatør kan man skabe oplevelseskommunikation ved at lade sig 
inspirere og efterligne street artens kommunikative egenskaber. Men hvordan 
kan man forene street artens udtryksform med et strategisk formuleret budskab?  
 
Kommunikatører som kunstnere  
Når vi som kommunikatører forsøger at nå ud til modtagerne på en ny og 
anderledes måde, er det i virkeligheden kun vores egen kreativitet og evne til at 
tænke nyt, som sætter grænserne for, hvordan det kan gøres. Der er blandt andet 
en voksende tendens til, at folk benytter sig af street artens virkemidler i 
strategisk kommunikation og diverse kampagner.  Vi har for eksempel set store 
installationer rundt omkring i det københavnske byrum i forbindelse med 
Københavns Kommunes ’Ren By’ kampagne, og vi har set brusere placeret på 
byens pladser, for at sætte fokus på Sangens År 2008. Denne utraditionelle brug 
af byens rum som kanal for kommunikation har mange fællestræk med street 
artens måde at bruge byrummet på, når kunsten formidles og skabes gennem det 
offentlige urbane rum.  
 
At ramme tidsånden 
Der er i dag bud på oplevelser, og det kan man imødekomme ved at give 
individet de små subtile hverdagsoplevelser, som street art giver. Street art 
oplevelsen som et medie giver nemlig den enkelte mulighed for at bruge og 
tilpasse kommunikation som en del af sin egen identitet. Folk får via street art 
mulighed for at danne deres egne fortolkninger – at danne mening og 
fortællinger, som har betydning og værdi i deres eget liv. Formen vil på den 
måde tale til følelserne og skabe en merværdi i det kommunikerede, som 
modtageren så kan bruge på sin egen måde.  
 
Mediets betingelser  
Men der dog ikke helt frie rammer for, hvordan der kan kommunikeres gennem 
street art oplevelsen.  
I den forbindelse må man tage højde for, at street art oplevelsen altid vil befinde 
sig ude i byens rum, og at byen derfor altid vil være en del af det 
kommunikerede. Dette forhold skaber både muligheder og begrænsninger for 
mediet – både når der skal tages højde for formål, målgrupper og indholdet af 
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det kommunikerede. For eksempel vil det være svært at formidle præcise eller 
detaljerede budskaber gennem oplevelsesmediet, eftersom det vil være svært at 
styre, hvordan budskabet helt præcist modtages.  
 
 
 
Byen som kommunikationsflade 
Street art er kendetegnet ved, at den er rettet mod alle, når den findes ude i det 
offentlige rum. Det særlige ved street art er også, at den inddrager byen som en 
del af street arten. Det giver mulighed for at skabe meninger, som ellers ikke 
ville være der. Denne egenskab kan man prøve at efterligne, når der skal skabes 
oplevelseskommunikation igennem street artens virkemidler. Det gælder med 
andre ord om at bruge byrummet som en aktiv del af det kommunikerede, sådan 
at de, der møder kommunikationen, vil få en oplevelse gennem de nye 
meninger, som kan dannes. På den måde bliver street artens virkemidler en ny 
måde at kommunikere til modtagerne på. Det er en kommunikationsform, som 
både formår at skabe anderledes og alternativ opmærksomhed omkring et 
budskab, samt møder modtageren på hans egne præmisser og afstedkommer 
hans behov for oplevelser og underholdning. Derudover gør mediets fysiske 
placering i byrummet det til et særligt velegnet medie til at kommunikere 
budskaber, som relaterer sig til byen, og den måde vi bruger den på. Det er med 
andre ord en særlig type oplevelseskommunikation, som er velegnet til at 
kommunikere om byen på en spændende og utraditionel måde til dem, som bor i 
den og bruger den til dagligt.   
 
 
Mediets muligheder og begrænsninger  
 
Street art oplevelsen er velegnet til:  
 Formidling vedrørende by og byliv 
 At imødekomme folks behov for oplevelser 
 Enkle budskaber som skaber indledende opmærksomhed 
 
Street art egner sig ikke til:  
 Emner som ikke egner sig til at blive set af alle 
 En snævert defineret målgruppe 
 Detaljerede og specifikke former for information 
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Appendix 1: Interview Guide for Street Artists 
 
Data 
 What’s your name?  
 How old are you? 
 What do you do for a living? 
 Where do you live? 
 What’s your educational background? 
 
1. Opening Questions: What is it they do? 
 Could you tell us a little bit about your street art - what is that you do? 
 Where do you display your street art? 
 How often? 
 What’s your preferred media? 
 For how long have you been doing street art? 
 Why or how did you get into street art? 
 
2. Intentions: Why do they do it? 
 What is your motivation for doing what you do? 
 Do you wish for people to get something specific out of your street art? 
 Are there any specific messages you want to convey? 
 
3. Identity: Is street art a marker of identity? 
 How much time would you say that you spend on your street art? 
 Would you consider it to be an important part of your life? 
 
4. Definition: What is street art? 
 What is street art to you? How would you define it? 
 What are the specific characteristics that make street art street art? 
 Do you consider street art an art form in itself? How? 
 How would you say street art is different from other art forms?   
 Do you think it is possible for anybody to become a street artist? 
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5. Subculture: Is street art a subculture? 
 Do other street artists inspire you? In what way? 
 What kind of inspiration do you get?  
 Do you always work alone, or do you sometimes cooperate with other 
street artists? 
 Do you consider yourself to be part of a street art circle/group? 
 What ties this group together? 
 
6. The City: How does street art influence urban space? 
 How do you think street art influences the urban space? 
 Could you imagine the city without street art in it? What would that be 
like? 
 How is street art different from other aesthetic expression in the city, 
such as sculptures, buildings, fountains etc? 
 
7. Evolvement: How has street art evolved and what is its future? 
 Would you say that the street art scene has changed since you started 
doing street art? How? 
 Do you consider this change a positive thing? 
 Do you think street art is a permanent thing, or will it come to a natural 
stop at some point? 
 How do you think it will evolve in the future? 
 
8. Commercialisation: Is commercialisation of street art a good thing? 
 How do you feel about the commercialisation of street art in for example 
advertising and marketing? 
 Where would you say the limits go? Can it still be called street art once it 
has been commercialised? 
 Would you say that street art can still evolve as an artistic expression 
while being used commercially? 
 Would you consider commercialising your work? If so, why and how 
would you feel about it? 
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Appendix 2: Interview Guide for Wooster 
Collective  
 
Data 
 What’s your name? 
 How old are you? 
 What’s your educational background? 
 
1. Opening questions 
 Could you tell us a little bit about the Wooster Collective? What is it that 
you do here? 
 How much time do you spend on the Wooster Collective? 
 What is the Wooster collective mission?  
 Why the great interest in street art? Are you a street artist yourself? 
 What is your motivation for doing what you do? 
 
2. Definition: What is street art? 
 What is street art to you? How would you define it? 
 What are the specific characteristics that make street art street art? 
 Do you consider street art an art form in itself? How? 
 How would you say street art is different from other art forms?   
 Would you label all artistic expressions in the street as street art? Are 
there some things you don’t consider street art? Which? 
 What makes a good street artist? Is it possible for anybody to become a 
street artist? 
  
3. The City: How does street art influence urban space? 
 How do you think street art influences the urban space? 
 Could you imagine the city without street art in it? What would that be 
like? 
 How is street art different from other aesthetic expression in the city, 
such as sculptures, buildings, fountains etc? 
 Do you see any difference between street art forms from different cities? 
Which? 
 Would you say that NY street art has a distinct expression? Which? 
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4. Subculture: Is street art a subculture? 
 In your opinion, is there a street art circle in NY?  
 What do you think ties this circle together? 
 
5. Identity: Is street art a marker of identity? 
 Are there any specific characteristics of a street artist? Does he for 
example dress or act in a specific way?    
 Is this something that has changed since you entered the street art scene? 
How? 
 Would you say that there is a certain street art style? Can you describe it? 
 
6. Evolvement: How has street art evolved and what is its future? 
 Would you say that the street art scene has changed since you entered it? 
How? 
 Do you consider this change a positive thing? 
 Do you think street art is a permanent thing, or will it come to a natural 
stop at some point? 
 How do you think it will evolve in the future? 
 
7. Commercialisation: Is commercialisation of street art a good thing? 
 How do you feel about the commercialisation of street art in for example 
advertising and marketing? 
 Where would you say the limits go? Can it still be called street art once it 
has been commercialised? 
 Would you say that street art can still evolve as an artistic expression 
while being used commercially?  
 
 
 
 
 
 
 
Appendix 3: Interview with Michael De Feo 
 
July 3, 2007 
Meatpacking District, New York 
 5 
 
What’s  your name and how old are you? 
 
Michael: My name is Michael De Feo and I’m 35 years old.   
 10 
Where do you live? 
 
Michael: I live in New York, well, just outside the city actually. I live in 
Westchester County about 30 minutes from here. 
 15 
What do you do for a living?  
 
Michael: I’m an art teacher for high school students and I’m also an artist. 
 
What sort of education do you have? 20 
 
Michael: I got a BFA in graphic design from the School of Visual Arts and then I 
got an MAT, which is a masters of arts and teaching, from Manhattanville College.  
 
Can you tell us a little bit about your street art – what is it that you do, or can 25 
you describe what you do?  
 
Michael: Okay, well a little over 15 years ago, going to school here in New York, I 
began putting work on the streets. I guess what I am known for is this flower 
image, which I started about 15 years ago. But before that I was doing other 30 
images as well and everything just kind of grew from there. I used to do some 
painting on the street as well as wheatpasting and then I decided that the paint 
lasted way too long for me. I wasn’t interested in doing permanent art in the 
street. I was more interested in doing ephemeral work that just lasted for a bit 
and then disappeared.  And I haven’t stopped, I haven’t looked back and I have 35 
been doing it for 15 years, and I’m not planning to stop anytime soon.  
 
So what do you do now – do you still do your flower paintings or…? 
 
Michael: The flower work is the only image that I repeat. Everything else is one-40 
of-a-kind paintings that I do in my studio and bring out to the street, whether it is 
New York or someplace else. But they’ve been changing thematically over the 
years. I’ve done like an underwater silhouette series. Right now for the past year 
or so, I have been working on a series of self portraits that I have been installing. 
One is right over there actually and in Chelsea as well.  45 
 
Yeah we saw some of them. The writing is backwards right? 
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Michael: Yeah, some of them I have been putting words in there. It’s sort of ehm a 
half attempt to make it unreadable.  50 
 
So, where do you display your street art mainly? 
 
Michael: Well, specifically in the streets? I prefer, lately I have been doing the 
Meatpacking District and Chelsea. I like the look of the walls down here, although 55 
I think pretty soon I’m gonna stop because everything is getting really shiny and 
clean. I prefer broken walls, peeling paint, in decay, that sort of stuff. Not only 
because of the aesthetic and the way it looks but your work lasts longer coz it’s a 
wall that hasn’t been touched for so long, it’s not going to be buffed right away.  
 60 
Is it becoming more difficult to find walls like that? 
 
Michael: No not really. In New York, I haven’t been putting anything up in about 
five or six months, it’s been a while. Mostly because of the winter, then it’s just too 
cold to go out and put stuff up. I’d rather wait for the summer time, spring and 65 
summer. 
 
How often then do you… 
 
Michael: It’s different. Sometimes…in the summer it’s like once in a week 70 
sometimes. It depends on how my travel schedule is like. I mean, I can be in Paris 
three times in three months so. I have been doing a lot of work there. It’s been 
taking away time from doing work here in New York. It’s like I said, everything is 
one of a kind and I can’t just silk screen a bunch of large poster out and do them 
repeatedly. I don’t work that way, everything is you know pretty time consuming.  75 
 
Is there a specific reason why you work so much in Paris? 
 
Michael: Ehm, it has just worked out that way. I was invited to participate in an art 
fair there which happened last week. And about the same time, I was also invited 80 
to do this billboard project and I just couldn’t make the two close enough 
calendar-wise to make one trip out of it, so I have to go twice. Ehm and it just so 
happened last week when I was in Paris, I got hooked up with a gallery there and 
they offered me a show for September. So that’s basically…what I have been 
trying to do with these trips is just to spend a couple of days there, try to go to 85 
some other places as well. That’s why I went to Barcelona. I have got a friend who 
lives there, so I did some painting there. And next time I wanna go to, after Paris, 
I’m gonna go to Geneva.  
 
You said you’ve been doing street art for fifteen years – are there any particular 90 
reasons why you got into it, or how did it start? 
 
Michael: When I was a little bit older than she was (his 3 year old daughter 
Marianna) my parents would take us down to New York and along the way, I 
would see the work on the sides of highways and stuff. I was kind of intrigued by 95 
it, but never did I think that I would create it – I had no desire to create it. And 
then years later when I was in middle school, I was in a class called motors and 
powers where you worked on like car engines and stuff and you worked with 
some heavy machinery like spat welders, large metal sheers like metal cutters – 
all this crazy shit. And of course our instructor was really concerned about safety 100 
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so he decided to have…this high school senior, paint to words safety footers in 
graffiti lettering above the sinks in the workshop. I was in 7 grade and this kid 
was in 12 grade and I just couldn’t believe that this kid was in my classroom with 
spraycans doing this really oldschool bubble letters safety. I thought it was the 
coolest shit I had ever seen, I thought it was bad ass.  This kid had a copy of 105 
Subway Art – the Martha Cooper and what’s the other guys name, Henry Chalfant 
book that came out a year or two before I was in this class. And he…I flipped 
through and I was oh my god. I can’t believe all this crazy stuff is happening just 
half an hour from where I live and I didn’t even know about it. So that really 
peaked my interest yet again not enough to go out and do graffiti. But by the time 110 
I got to art school like six years later I decided to do my own work. That’s 
basically the runabout way how I got into it.  
 
But did it also inspire you to go to art school or was that, did you know that all 
the time?  115 
 
Michael: No, I knew that the whole time. I have known as long as I can remember, 
that I wanted to make art a part of my life. I didn’t know how but as early as first 
grade or kindergarten I knew that art would be part of my life.  
 120 
So you have never actually done graffiti? 
 
Michael: No. But I love it, I think it’s great. I have used spray cans to create art but 
I have never done any tagging or throw-ups or anything like that.  
 125 
But you got inspired from it back then?  
 
Michael: Yeah, I liked that it was illegal. I liked that you know mischievous activity 
you know and it was so colourful and that so many people could see it. Especially 
back then when all the trains were done you know. You would see the trains go 130 
by and they would be just completely slammed with work. I thought it was 
awesome.  
 
Do you have any motives for doing your street art? 
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Michael: Oh yeah. Originally it was a need, and still is, to sidestep the gallery 
system. I knew that galleries wouldn’t be interested in showing the work of a 
freshman in art school. I tried but of course they turned me down, so I just 
decided to glue my work in places in the public where people could see it. And it 
is not isolated to just a single group of people – a single income bracket, age 140 
group or race or language. It is literally for everybody, from homeless people to 
billionaires that can encounter the stuff and have an experience, which is very, 
very important.  
 
So do you have a specific target group in mind? 145 
 
Michael: Everybody. 
 
What do you wish for people to get out of your street art? 
 150 
Michael: I want them to get redirected. I like that the work is not a sales thing like 
advertising is. You know I mean we all have these experiences where we have 
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the same routine every day. You go to work, you go to school, you’re in the same 
paths. And to interject that with something like a surprise and offer a sense of 
magic or sense of play I think is really important. Hopefully it gives people 155 
maybe a touch back to their magic of being a kid you know. That’s what I get out 
of it when I do the work. It makes you feel like a kid and that’s a good thing.  
 
The whole play and experience perspective is really important for you? 
 160 
Michael: Mmm…totally. Seeing things in the new in different ways. The sense of 
exploration, the wandering around the city, messing with stuff, climbing stuff… 
it’s great.  
 
So it’s not like you have something specific to say, it’s more about experiencing 165 
the works and experiencing the city? 
 
Michael: I mean I don’t have a political bench to it, besides from the obvious like. 
Just putting work in the street is a subversive act anyway I mean against 
advertising. It’s become so ubiquitous nowadays. Seems like everybody is doing 170 
it. Yeah I don’t know, it’s cool. But no I don’t have any, I mean the flower project of 
course has specific messages which are pretty obvious: the sense of the cycle of 
life, things are born, they live and then they whither away and die and then they 
sprout up again some place else. That sort of cycle, the big circle. Eh every 
project is different. Like with the under water series, just sharing with people 175 
some of the experiences that I’ve had: scuba diving and what it feels like to be a 
hundred feet under water with shadows above you. You know a sense of magic, a 
sense of …  
 
How much time would you say you spend on your street art? 180 
 
Michael: On street art - I don’t know. In art in general the time I don’t spend in 
school, the time I don’t spend with her is time spent with my art. I really don’t do 
anything else.  
 185 
Do your students know that you do street art as well? 
 
Michael: They do. It’s very difficult to keep it a secret coz kids google their 
teachers.  
(Laughs) 190 
 
How old are they? 
 
Michael: They are high school kids. It’s very hard to keep it a secret. So they ask a 
lot of questions about it. Ehm I don’t really brade it around the school you know, 195 
but if they have questions I answer them. 
 
And they probably think you are kind of cool. 
 
Michael: I think they find it interesting yeah. I’ve got this Batman sort of lifestyle – 200 
at school I’m upholding the law and then at night I’m breaking it.  
(Laughs) 
 
It must be kind of difficult actually, I mean… 
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 205 
Michael: It’s hard coz I can get fired for it. The kids that do graffiti are especially 
interested in it.  
 
So, your co-workers, do they know? 
 210 
Michael: Oh yeah they absolutely know. Again, it’s very hard to keep it a secret 
like last year when I got on the cover of New York Magazine. I mean, over two 
million of people found out. It’s really hard to keep it a secret.  
 
And you are using your real name for your street art so… 215 
 
Michael: Yeah, I don’t use a moniker. The Flowerguy was given to me when 
people I met 14 or 15 years ago and they found out it was me. And they meet me 
and my parents would introduce me and they’d say oh this is Mike De Feo – he’s 
the guy who has been putting flowers around. And they would go oh shit you’re 220 
that flower guy, and it really just stuck.  
 
Can you say what street art is to you – can you define it in some way? 
 
Michael: Ehm…yeah that’s a good question. I think anybody who uses the street 225 
in a creative way. And graffiti is street art, sculpture is street art, performance is 
street art. Ehm I don’t know. I’m not a big fan of labels and stuff I mean, I lot of 
people try to separate graffiti from street art but I think it is kind of one of the 
same. I mean, the techniques are different, maybe the intentions are different, but 
ultimately it’s all the same thing.  230 
 
What is it that is the same about it? 
 
Michael: Not getting permission, the need to share with others, doing stuff in 
public spaces.  235 
 
Do you also consider street art an art form? 
 
Michael: Oh absolutely, yeah.  
 240 
Like an independent art form or just art in the street? 
 
Michael: Do you mean outside the art world or something? 
 
Yeah like a different kind of art form perhaps… 245 
 
Michael: It’s a weird thing right. Some people get into it to get into the art world 
and they get into the art world and then people hate them for it. I don’t know, It’s 
up to the art world to figure out. I don’t put that much thought into it. I don’t 
strategise about where I’m going with this, I just do it because it is a lot of fun and 250 
I get to share it with people and it keeps me on my toes. It makes me feel like a 
big kid. I have a very good fortune of people liking it and being able to just do 
projects… 
 
Well, it seems like everyone is doing street art these days, do you think anyone 255 
can become a street artist? 
 149 
 
Michael: Of course, absolutely. There’s no like admissions council to worry about 
or anything. If you have the balls to go out on the street with a bucket of paste or a 
can of paint to do it, then do it. That’s it.  260 
 
So, it wouldn’t require anything sp… 
 
Michael: Whether or not you would be respected by your peers or respected by 
the public is another story. But who cares about that shit anyway you know.  265 
 
Why do you think so many people are doing it today? 
 
Michael: It’s “cool” you know it’s getting all this attention. And again I think a lot 
of people see it as a way to… a ticket to fame or something. 270 
 
So perhaps it’s not that more people wants to be artists, but more people who 
wants to be famous…  
 
Michael: Maybe, or to make a living out of it somehow.  275 
 
So it is becoming prestigious in its own way somehow.  
 
Michael: Yeah, I mean a lot of people are getting a lot of attention and a lot of it is 
very well deserved and a lot of these people are incredibly talented and doing 280 
really cool work. They deserve every ounce of it. 
 
Do you also get inspired by other street artists? 
 
Michael: Ehm yeah I do. Not just by their work but by their dedication and stuff 285 
like that. I tend to find most of my inspiration from much more personal 
experiences and motivations. Obviously she the biggest one [Marianna, his 
daughter]. Ehm but yeah they do.  
 
So it’s also by talking to other people and not only watching their art? 290 
 
Michael: Ehm a lot of it is by seeing it, you know and books online and when I go 
to other cities and see it. In Barcelona I saw some really great exiting stuff and the 
streets are different. You get intrigued by it.  
 295 
Do you always work alone then, or do you also work with others? 
 
Michael: On the streets I work alone. If I travel to another city I work with 
somebody sometimes or if I have somebody visiting New York I’ll take them 
around but I’ not a big fan of it. I have a much higher success rate of not getting 300 
caught just doing it by myself. 
 
But do you consider yourself to be part of a street art circle or community then?  
 
Michael: Yeah sure. The whole bunch of us doing it. 305 
 
Do people know each other, or what is it that ties this group together? 
 
 150 
Michael: Yeah well of course the, what we do. But before everybody had an 
internet, I didn’t know anybody. But there weren’t that many people doing it back 310 
then 15 years ago you know. Literally a handful of people in New York that were 
doing work in the street and then with the internet and stuff and starting to 
explore people’s website and websites are documenting this stuff. Then we 
started getting in touch with each other. Then Wooster came along and I met 
Marc and Sara and everything changed. 315 
 
What happened when they came along? 
 
Michael: It’s like dumping gasoline on a fire that was already burning you know. 
They have just been so incredibly supportive and dedicated – they have such a 320 
love for the scene.  
 
So this whole community wasn’t that strong until the… 
 
Michael: Ehm I don’t know maybe a lot of it was. Lot of the graph writers would 325 
know each other you know. I didn’t know who they were. I didn’t know how to get 
hold of them. Yeah we all know each other…for the most part.  We do know each 
other person I mean, who everybody is and you know.  
 
But do people – do you sort of hang out together sometimes or just see each 330 
other at shows or ...? 
 
Michael: Sometimes. My life is too busy to just hang out – I don’t really hang out. 
At art show I see people, parties you know. But ah no, once in a while. I had John 
XXX and Don XXX up at the studio about a month ago which was cool. Eh I try to 335 
buts it’s difficult. My schedule is so crazy.  
 
How do you think street art influences the whole urban landscape -  what does it 
add to the city? 
 340 
Michael: Well, it adds much needed science of life. Everything is so corporate 
and so shiny and so. You know of course through steeling the stuff from us to sell 
their stuff coz they need to get a – they need to reach that young age group that 
they have so difficulty reaching to get into their pocket books. And street art can 
do that. Like skate culture, it’s the same thing.  345 
Yeah I think it provides a necessary. I mean it’s a sign that the city is alive. It’s 
nice to see that people are breaking the rules and pushing the limits and doing 
stuff.  
 
You said that you also consider sculptures and all different kinds of stuff as 350 
street art as well - Is that I mean… 
 
Michael: Ah no people who do unapproved art work. You know like Darius and 
Downing you know installing sculptures and welding stuff into the street. Revs 
does it, he puts tag in steel in his neighbourhood, in welds and metal and stuff.  355 
 
So the difference between street art and the other kinds of aesthetic expressions 
you can find in the city is that they are illegal? 
 
 151 
Michael: Well a part of it, I don’t think all of it. Not all of it is illegal. When I was in 360 
Barcelona we got permission to paint the side of somebody’s building that they 
were squatting from these gipsies and we got permission to do it, but it doesn’t 
mean that it is not street art anymore.  
 
You said that there are all these people now doing street art so …but would you 365 
say, how do you think street art has changed while have been doing it? Has it 
changed in some way at all? 
 
Michael: Well I guess technologically speaking that people like the Graffiti 
Research Lab are using lasers, heavy d lights you know they are doing really 370 
interesting things. Again, a lot of people have joined in to do it.  I don’t say that 
because a lot of it sucks. I mean a lot of does suck, but a lot of it is good too. It’s 
the whole deal – there nobody curating the streets so there’s good stuff and bad 
stuff. Everybody is doing things. It’s like the internet. Nobody has any control of 
what’s on there and that’s a good thing you know. It keeps you looking. For fifteen 375 
years I have been looking at city streets in a completely different way. Longer 
ever since I was a kid. It engages me when I walk around, when I drive around. 
I’m totally involved with my environment and my observational sense. I’m 
looking at … I like that. It makes me feel alive. And I think that that happens to 
other people as well. Once you start getting in to it and you start seeing things, 380 
you start looking everywhere that you go and your eyes don’t rest. You are 
constantly looking at stickers like oh I know that guy, or is that or look at that, look 
at that there.  
 
So, when you are looking and experiencing, does that give you another feel to 385 
the city or does it give you another feel to art or? 
 
Michael: I guess, yeah to the city. Ehm yeah it wakes you up. And for me it 
informs my studio work too coz not everything I do gets put in the street. I exhibit 
a lot of what I do as well. But they go hand in hand. It keeps me engaged in what’s 390 
outside my studio doors instead of just being cooped up and locked up. 
 
So your studio art and your street art, is that connected somehow or how is it 
connected? 
 395 
Michael: Eh for example the self portraits that I am doing. I’ll take half of what I do 
in the studio and put it in the streets and the other half I’ll hang on gallery walls or 
sell them to collectors. 
So it’s exactly the same. I don’t know, it makes me work in a much more relaxed 
way. The work I make for the streets, I’m giving it all away, I’m not, it’s not this so 400 
precious object that I’m kind of like so careful with. And that freedom is very 
good when I work on something that’s gonna end up in somebody’s house or at a 
gallery wall. It’s not so rigid, it’s something so much more than that.  
 
And nobody can own it… 405 
 
Michael: Well, yeah some people do, but that’s the whole contradiction. That’s the 
fun part. Like last summer I sold this series of work to a collector out in the 
Hamptons. And he wanted …I think it was eight of them. So I made like eleven or 
twelve so he could pick, had a little elbow room to select out of them. I hung them 410 
out on the wall and he picked out the ones that he wanted and he said, what are 
 152 
you going to do with these others, I was I’m gonna glue them to wall in New York 
and he was like… But that was what he was interested in the first place what I do 
you know. I like that contradiction. He comes in to spend all his money you know 
and the rest of them I am just giving it away to everybody else. 415 
 
Was he surprised about that? 
 
Michael: Surprised, but he understood that this is what I do. Wanna buy sure I’ll 
sell it to you, but if I don’t sell it, it will end up on the street. 420 
 
Do you think street art will continue to evolve, I mean is it a permanent thing or 
will it come to a stop somehow? 
 
Michael: I don’t know. I’m not very good at predicting the future - I would be a 425 
much richer man. 
I don’t know I have been feeling for a while that everything would just explode 
and die already you know. I am kind of tired of it to be honest with it. It’s been 
like shoved down everybody’s throat a bit too much. It’s kind of crowded, but 
we’ll see, I don’t know. I mean there’s some of us that are going to continue doing 430 
it no matter what happens and the others will just continue doing something else, 
we’ll see, we’ll see. I don’t know.  
 
But you think you will always find it interesting to do what you do? 
 435 
Michael: Oh yeah absolutely, I can’t stop. I love it way too much. You know, the 
people I meet through this is just astounding. It’s just such an amazing 
experience. The connections you make and life is not worth living if you don’t 
make connections with other people, other cultures. I mean to me, that’s the 
whole point. Sharing. 440 
 
What do you think about the whole commercialisation of street art then? It has 
become very popular to use in advertising and marketing… 
 
Michael: Eh it is what it is. I don’t really. I’m not gonna hold anything against any 445 
artist that does it because everybody has different options to put food on their 
table and support their family and if it works for you, it works for you. If you are 
not into it, you are not into it. I don’t…It’s just… you know it’s an obvious and 
expected thing that’s happening. I mean of course some things become hot and 
cool and advertising is gonna snatch it right up. Street art will be something else a 450 
couple of years from now.  
 
Would consider then to commercialising some of your work? 
 
Michael: I have been offered a lot and I considered it for one company. For a beer 455 
company, a Belgian beer company – I love their beer, so I was like maybe I will 
say yes I’ll do some work for them. And the longer I thought about it ahh it just 
doesn’t feel right you know it’s not why I got into this. So I decided against it but 
actually, the deal folded before I had a chance to say no. But I did consider it. Like 
I said, we all gotta eat (laughing).  460 
 
I guess many of the artists really like what they do, so why not earn some 
money on it as well.  
 153 
 
Michael: Yeah I mean not everybody can sell their works and do just that. There’s 465 
just not enough opportunity out there to support all the people that make art, it’s 
just impossible. Music, dance, fashion - these industries can’t support all of the 
students coming out of school. It doesn’t make any sense. You gotta like wait table 
or become a bartender or teach school – do these other things. 
 470 
But do you think street art can still evolve if it gets sucked in by the whole 
commercial world? 
 
Michael: Yeah I mean I think so. Things will keep changing things will keep 
growing. Anything that has happening in a commercial sense or any sort of art 475 
world structure, people are gonna find ways to say fuck you to it. You know it’s 
just, it’s kinda just what happens. I just hope there’s not, probably inevitable, but 
you know some people are gonna end up getting really hurt by it and I hope 
that’s not the case. Like in the 80’s when everything burst and all these graffiti that 
are making all this money and you know. They made all this money and they 480 
would become overnight celebrities and then they would just spit out. 
 
What did they make their money on? 
 
Michael: Their work their paintings and stuff. XXX of course did really well but all 485 
the real street kids, they got fucked. 
 
Yeah but maybe the conditions were different back then I mean, most of the 
graffiti artists came from really bad environments and didn’t have a lot of 
opportunities. So for them it was a really big opportunity.  490 
 
Michael: Oh yeah of course, but it didn’t last. I’m saying that there’s a plash in the 
pen and I’m comparing that to now and saying that I hope that it doesn’t happen 
to people now. 
 495 
What we have experienced here is that street art is quite established. I mean 
they have jobs, educational backgrounds and went to art schools, so they seem 
like a more settled… 
 
Michael: That’s true, if something goes wrong with street art in their lives, they 500 
have something else to fall back on, that’s true. You’re absolutely right. Yeah 
these people in the 80’s they didn’t have anything to fall back on. You’re right in 
that sense absolutely.  
 
It seems like all the street artists do gallery art and canvas art beside their 505 
street art… 
 
Michael: Well, it kinda seems to me like a formula that some people follow you 
know. That you work on shirts, maybe make a book, eh skateboards, get 
sponsored by somebody, gallery show, XXX some cities you know. It’s like a 510 
system in place. And then galleries they represent only those types of people like 
that Roho in Barcelona or Jonathan Levine over here on 26th Street. Anyone of 
these young spaces…which is cool! I’m not criticizing it, I’m doing the same thing.
 
 
 
Appendix 4: Interview with Dan Witz 
 5 
June 30, 2007 
East Williamsburg, Brooklyn, New York 
 
 
What’s your name? 10 
 
Dan: Dan Witz. 
 
How old are you? 
 15 
Dan: 49. 
 
What do you do for a living? 
 
Dan: I’m a painter.  20 
 
What kind of educational background do you have? 
 
Dan: I went to art school… 
 25 
Whereabouts do you live? 
 
Dan: Williamsburg, Brooklyn. 
 
We were wondering if you can tell us a little bit about your street art? What is it 30 
that you do? 
 
Dan: In a general sense, what do I do?  
 
Yeah, just describe what kind of street art it is that… 35 
 
Dan: Well, every summer I…uhm…I like to go outside and put something up on 
walls. You know, different projects for different interests I have. It’s usually fairly 
discreet, always anonymous, never commissioned, never promissioned. You 
know, just doing what I do…and eeh…photographic.  40 
I usually do between 40 and 100 pieces a year to guarantee that like 10 or 15 
survive long enough, you know. So…you know different media. Sometimes I 
actually paint the stuff on, sometimes it’s sculptures. Usually it’s some digital 
sticker stuck to the wall. And then I’ll work on the wall as well.  
 45 
What is your preferred media to do? 
 
Dan: I guess what ever it takes…I don’t have one. I mean I like…I like to paint, 
you know – I’m a painter. But that’s not always the right solution for what I need. 
 156 
So…I’ll use photographs or found objects…whatever. You know – whatever it 50 
takes.  
 
 
Where do you display it? In any particular areas or…? 
 55 
Dan: Where do I do it?  
 
 Yeah. 
 
Dan: Well, that depends on…you know… Mostly around where I live…but I’ll go 60 
to different cities and do it occasionally – I’ve done some in London and Paris and 
L.A. and you know a few other places but mostly it’s in New York. Mostly it’s 
Brooklyn. I like Brooklyn a lot.  
 
For how long have you been doing street art? 65 
 
Dan: Since 1978.  
 
So were you one of the first? 
 70 
Dan: No. Well, I mean I’m definitely before the uhm…people who are known for 
it, but there was people before me. And there was certainly when I started 
out…there was a lot of people like…punk bands would put up posters, which I 
was inspired by. Graffiti was happening big time when I started out – especially 
the bombing trains, sort of hip hop, wild style. That was a big inspiration. There 75 
were a few artists who did a few things…there was a guy named Charles Simmons 
who used to do some stuff on the Lower East Side… You know, it wasn’t my idea 
for sure.  
 
But you didn’t start out doing graffiti and stuff like that? 80 
 
Dan: Well, I’ve always thought I was doing graffiti…well, not like a…that style but, 
you know, when I started doing those hummingbirds that was like tagging for 
me…you know, they are just two inches long… 
 85 
Ok…But people didn’t call it street art at that time? 
 
Dan: …They did…I don’t know what they called it…Yes, street art. Yeah. They 
really didn’t know what to make of it. And they actually didn’t know what to make 
of it until like three or four years ago. I think a lot of people kind of pitied 90 
me…you know. Especially art business professionals. I was kind of like…you 
know…kind of sad. 
 
Giving it all away for free… 
 95 
Dan: Yeah…I was probably a little…not quite sane… Because people were 
like…where’s…how do you…sell this? Where’s the money? Which is in fact what 
is so cool about it….why people like it so much now, because it’s not about 
money, it’s not for sale. That…you should put that in the beginning sequence – 
whatever I do is not for sale. I mean, I sell prints and stuff to make money to 100 
 157 
finance these things, but street art…especially my stuff is definitely not for sale. 
And that’s what people I think are responding so much to lately. 
 
Are there any reasons why you chose to display your art in the streets?  
 105 
Dan: That’s actually a good question, I mean. Yes…because I think art should be 
rebellious. I think art should be…like an agent for change. I think art is, is…in 
galleries and museums is great, it’s fine, it’s, it’s great, but it doesn’t really get 
outside of the galleries and museums, it really doesn’t get into people’s lives that 
much and I think…I like art that does. I respond to artists and…music and films 110 
and books that…is an agent for change, that is rebellious, that kind of open 
people’s eyes…and I think that art museums and you know art galleries don’t 
really fulfill that. 
 
But you also do gallery exhibitions…?  115 
 
Dan: Yeah. Totally. Yeah. I love that. And I love…I love old master paintings, 
that’s my thing. I mean, 16th Century, I’m just so happy…and that’s like…the most 
bourgeois, you know, white patriarchal…you know…exploiting the masses, 
treasure bullshit of it all…but I love it! So I’m not politically against 120 
anything…that’s not true… 
 
So we were thinking if you wish for people to get something specific out of your 
art when they see it in the street? 
 125 
Dan: You know I used to think like that but now I don’t. Uhm…I used to…I used to 
have ambitions for what I wanted people to think and see, and I wanted for 
people to open their eyes, and then I realized that that was kind of arrogant…so 
futile. So I eventually let go of that, realizing that it was all about sort of me 
keeping my eyes open and keeping me, sort of keeping awake, and me just 130 
keeping on doing it, going into the next thing like seeing the graffiti and thinking 
like: “Oh, I wanna work with that.” Like: “I wanna work with that.” And just like, 
keep my chain of development going. But it’s… I’m not really trying to…do 
anything to anyone, do you know what I mean? Like I think that artists that 
are…who try to do that…it’s kind of pretentious. And if they are just doing it for 135 
whatever reasons, they are doing it for themselves, it’s about the work, something 
that they love doing and that might happen. But trying to have any control or input 
on that doesn’t work. Does that make sense?  
 
The answers are all open…? 140 
 
Dan: Well the answers is that…it’s really like a personal project you know, I’m not 
really trying to…affect anything in anyone’s mind specifically. And I like the of 
idea people being awake and you know going against the stream and rebellion 
and agent for change and all that personally, but I don’t wanna like make that my 145 
agenda, I don’t have an agenda except to do whatever I’m doing you know. 
Which is different every year for me.  
 
So to you the city is more like your canvas in a sense?  
 150 
Dan: Yeah… It’s funny because I’m doing a very public thing, you know – I’m 
putting it out there for people to see, yet it’s also very personal and I’m aware of 
 158 
that for sure, I know that. I mean, I make myself very accessible, I’m not in 
people’s faces too much, you know…there is a part of that…it is vandalism in a 
way. But you know I try to kind of keep it under control…so I, I do make my stuff 155 
accessible and not too offensive. I like to work small anyway, so I don’t think my 
stuff really gets too much in people’s faces. I don’t do stuff on you know on 
people’s doors or if they are too lived in looking you know.  
 
But I was thinking…what we have learned so far is that many street artists want 160 
to sort of give people another sense of their city and something like… Do you 
think…do you have some of those thoughts?  
 
Dan: Yeah. Absolutely. I think that’s a side effect of what happens when you know 
street art is out there. I mean, you start looking at the city as a…you start opening 165 
your eyes a little bit looking at things…and then you know hopefully people will 
open their eyes and look at other things like the political situation or you know 
their obsession with the iPhone or whatever that is… I want an iPhone, I mean, 
don’t get me wrong. I will have an iPhone, but you wanna have mindfulness and a 
balance and all that stuff, so yeah I think artists by definition are trying to keep 170 
people’s eyes open and you know… Street art is the type of art that does…it you 
know… People…they like art or movies or music that either helps them sleep well 
or wakes them up…and it’s definitely in a, you know waking up sense – street 
art…by nature. But like I said, I don’t claim I’m doing that – I try to keep myself 
awake, that’s all.  175 
 
So how much time do you spend on street art? 
 
Dan: I don’t know… you know the summer… But you know I work on everything, 
you know I work like everyone else….so…I don’t know. I mean, I spend a lot of 180 
time on it, I guess, but uhm…the right amount of time.  
 
So is it…is it an important part of your life compared to…the art and the street 
art compared to each other? 
 185 
Dan: Yeah. Yeah, I wouldn’t wanna do just one. A balance. 
 
So a bit like equal value to you?  
 
Dan: Yeah. 190 
 
And…well, we’re sort of trying to think about what street art is. Can you say 
something about what street art is to you or…How would you define it?  
 
Dan: Uhm…I’m not good at that, that’s some…you know intellectualization of a 195 
word but it probably, if you wanna know what it is, if you wanna define it, it’s 
probably defined compared to graffiti…you know. There’s probably parameters 
of what it is and what it isn’t compared to what graffiti is and compared to...what 
uhm you know corporate billboards and media advertising is. So, you know, it’s 
definitely public domain…it’s an art form in a public domain. But I don’t really 200 
define things that well.  
 
 159 
But uhm… are there anything – so you say billboards and all this, maybe 
advertising and stuff like that, it’s not street art? Are there any of the street art 
that is not real street art or valuable street art or..? 205 
 
Dan: Yeah, I won’t go there. I know what you’re looking for and I’m not even 
interested in that topic. I know all my friends talk about this all the time and I 
just… I couldn’t care. It just doesn’t interest me. You know…It’s part of every 
interview…It’s part of every interview, you know. I have no interest in that, 210 
nothing to say…you know.   
 
Do you consider street art an art form in the line of other art forms? 
 
Dan: Yeah…I guess… I don’t know, I suppose. I think now, lately, it’s being you 215 
know understood and appreciated and you know elevated…everyone knows it’s 
not just vandalism and such like that. But I don’t know what an art form is. I mean 
like…you know…ceramic cats or something…yeah you know it is but… Yeah. I 
do, I guess. Basically what I’m doing is…I feel like I’m collageing on the city and 
so it is like collage to me. And then in another sense there’s photographs, you 220 
know…and then in another sense there’s installations because, you know, they’re 
almost like performances because they exist temporally for a limited amount of 
time. So, yeah, it’s some kind of art form, you know what ever that means.  
 
Do you think it’s possible for anyone to be a street artist? 225 
 
Dan: I don’t know… I guess. I think like… you’re looking for some definitions in 
traditional ways of defining things and this probably isn’t gonna adapt too well to 
for you…you know. It’s definitely a new media, and it’s not something that…you 
know like art historians in the traditional sense, you know etching lithographs, 230 
you know ceramic cat type of classification people are gonna…they’re not gonna 
think it is…but you know, they didn’t think photography was a 100 years ago 
either or, you know, whatever so… I think you know probably YouTube films and 
you know blogs and everything are art forms and probably XXX that we will see 
lately. 235 
 
But it also can be a little hard to define what it is? 
 
Dan: Well, the interesting thing about it probably is that it’s not for sale. And 
that’s what distinguishes it from…why it’s a bit of a paradigm shift in people’s 240 
thinking when they’re like: “why is this so incredibly sensationally popular? 
There’s these people doing this and it’s not about money you know, and the times 
we live in and art we see in the movies and everything is about money. You know, 
it’s all affected by commerce and you know branding and…careers and all that 
stuff, and people are putting this stuff up anonymously and for free so…they are 245 
like: “what the fuck, what the fuck, you know, how do…?” Because that’s how 
everyone… Every interview I do is: “how do you make a living? This is 
great…Wow, you make street art – how do you make a living? You’ve really been 
doing this since the 1970’s - How do you make a living?” You know…you know 
what I mean? Because… I don’t blame them! But what’s so interesting about it is 250 
that it’s free and…and that is rebellious and revolutionary and you know…it’s 
also…not gonna last….you know. Money…will have it’s way with all of this stuff, 
with all of us.  
 
 160 
Do other street artists inspire you or…are you inspired by some other’s…? 255 
 
Dan: Definitely. Oh absolutely, yeah. All the time.  
 
Can you mention some influences or…? 
 260 
Dan: I’m…I’m influenced… Do you mean what street art influences me?  
 
Yeah.  
 
Dan: I think there’s a bunch of sort of Wooster Collective, XXX, old time, you 265 
know from the last five years that will keep doing interesting new stuff that I…you 
know, that sort of enlarges my sense of the possibilities of street art…I’m not 
gonna name anyone by name because…you know, I’ll forget someone and that 
would be a bummer, but…there’s definitely people stretching it, you know, I 
mean there’s a lot of these people just sticking up stickers and…bla, bla, bla, bla, 270 
but there’s people who’re doing uhm…who are thinking new thoughts and they 
help me a lot. Especially the bravery of them. You know, they’re brave, they’re 
bold…they’re…you know…they’re pushing…you know, it helps me push. 
 
So people who evolve the…street art…? 275 
 
Dan: Yeah. Yeah. The kids painting the subway trains would be enough, anyway. 
Back you know… Breaking into the yards in the Bronx and doing these huge 
integrate beautiful things…that’s, you know… Nothing’s ever gonna beat that for 
me probably, so…  280 
 
Do you sometimes work with other street artists or…collaborate with…? 
 
Dan: No. I work…I work with other artists, I’m collaborating now but just for…not 
street artists.  285 
 
Do you see yourself as a part of a community of…a street art community? 
 
Dan: Mhm…yes  
 290 
What do you think ties this group or community together?  
 
Dan: I…the Wooster Collective is a big influence on all uhm the community. The 
website and the group and the, the…Marc and Sarah are…you know… They are 
very influential…and sort of conjoining it all together.  295 
 
Was it when the Wooster Collective got started that this whole circle sort of 
formed? 
 
Dan: Mhm. 300 
 
Because it was in the same period that street art became really big.  
 
Dan: Yeah. And largely due to them. 
 305 
So…well…that’s not what they said (laughs). 
 161 
 
Dan: Well, I don’t know if street art…the art itself became big, but…the 
perception of it and the…cool hunting version of it, and the style and fashion, and 
everyone like, you know, Brad Pitt and everyone buying it – that…I think has a lot 310 
to do with them, you know…tirelessly, daily promoting different, you know…their 
site and everything else. 
 
Yeah, because it also seems like some of the really big street artists in New 
York, they’re more intellectual than they are in other places. I mean…people 315 
are educated in art schools… I mean, that it’s really good artists that you see 
doing things in the street as compared to just kids doing more vandalism and 
stuff. 
 
Dan: Well, you know, I used to be a kid just out there, too…and you know, they 320 
evolve, they move on…who knows? New York is… There’s something about New 
York and art. I don’t know what it is and I see a lot of good art in other cities 
but…there’s something going on here and…you just can’t beat it, you know. 
There’s a rigor of thought that we have. I don’t know uhm… I don’t think that I’m a 
particular rigorous thinker but since I live here, it has helped me a lot…you know, 325 
evolve…you know, evolve my thinking.  
 
Maybe we’ve talked a little bit about this before, but how do you think street art 
influences the urban landscape? 
 330 
Dan: I don’t think it does…I know like marketing and advertising is starting to call 
up to the bid and use it in you know different…you know looks and such… I don’t 
think it actually does, but there is a feeling a lot of people have suddenly 
that…that it’s there, that it exists, that there is like things going on under the 
surface of…the you know sort of corporate control over space, you know… the 335 
Starbuck’s and GAP and iPpod ads, iPhone ads and all that. There’s a perception 
that things are not all locked down, and there is this renegade, underground 
thing going on. But I don’t think it’s actually changing the look of anything. I think 
people do know about our work and are glad because it’s like I said…important 
like, everything isn’t for sale.  340 
 
How would New York for example be like for you if there weren’t any street art 
in it or any graffiti or…? 
 
Dan: See…that’s a sort of hypothetical unreality because you know New 345 
York…America is about imbalance and unfairness, disempowered, 
disenfranchised, really rich people really poor people… It causes sort of this 
chaotic friction and out of that comes stuff like you know wild style and street art 
and graffiti and hip hop and a lot of bad stuff and a lot of really ugly Donald Trump 
type stuff… and, it’s very extreme here, it’s not Hong Kong…I’ve never been to 350 
Copenhagen but I assume it’s…It’s probably pretty… I know there’s some shit 
going on there too, but these uhm… Zurich, no Zurich’s not good…some place in 
Switzerland where it’s just like everyone is chill, you know, that’s a sort of 
homogenous society, this is the opposite of that. You know, even more so than 
ever with the Bush-era…XXX. He’s been great for street art…Bush. And 355 
Giuliani…And Giuliani was the… I think that’s real the key to what’s happened to 
this city with street art was Giuliani cracking down on it. He was the Mayor 
who…he’s running for President now, he’s a big fraud, everyone here knows, but 
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no one seems to realize it out in the country. And he…he just clapped down and 
started making it a felony and sending kids to…you know, usually kids who 360 
weren’t white to jail. And it just… People got angry and woke up and…you know, 
started outwitting the police, which isn’t that, let’s face it… And uhm, I shouldn’t 
say that because you know they’ll get mad at me but…So…Ironically it’s been the 
biggest boom for the sort of underground art scene you know…since I’ve lived 
here.  365 
 
But do you think the scene…the street art scene has changed since you’ve 
been…? 
 
Dan: Yeah! Totally! There was no scene until you know Giuliani and the Wooster 370 
Collective, that I know about. I mean there is always some people who are doing 
it and you know there is also… Without the internet, people didn’t really know 
what everyone was doing. I would do something… Occasionally I would get like 
something in a magazine or…you know, one of my friends would know someone 
and they would write an article with… Really no one knew what I did, you know. I 375 
had little photographs and I would show them to people and they would be like: 
“oh. That’s great. How do you make a living?”  
 
Do you think street art is going to be here forever? Is it permanent or will it 
come to a stop somehow? 380 
 
Dan: You know, of course it will still be here, but…yeah, I do think it 
will…probably come to a stop.  
 
Can you imagine how it will evolve?  385 
 
Dan: No. I know mine will but I don’t know what other people will do. I actually 
had no idea…I didn’t know I would be doing this a year ago, you know. So who 
knows…I wouldn’t even think that I would be still doing it at my age, you know. I 
would have assumed I would have stopped years ago. I don’t know why I 390 
didn’t…I think it was because actually just like doing it so much. I enjoy it, that’s 
why I do it. It’s certainly you know…might be a good way to become well known 
and you know get a career, but…I’m you know sort of dubious to that stuff. I like 
and I participate but I’m not…I’m not ambitious really. You know I’m ambitious 
with art history like all artists are but I’m not really ambitious in the scene with all 395 
these people. I go and I hang out, and I’ll go to an opening you know I have 
friends who do it and they are all like: “oh this person, that person…” And I’m 
like - I have no idea who they are talking about and… You know, I know the 
people’s work that I like but I always just pretend I know who they are because I 
don’t, I mean, I don’t keep track. But you know any painter from like the 15th to 400 
the19th Century I could tell you a lot about. Uhm not many Danish ones, but I like a 
lot of 19th Century Danish painting. You know, the landscapes and…yeah that 
stuff. But I don’t know them by name.  
 
Has the street art scene really exploded since… I mean are there many more 405 
people now doing it? 
 
Dan: Yes. Many, many more people doing it. I think, you know, you can make 
stickers at home, that’s the big thing. It’s huge.  
 410 
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Yeah I just saw on I think Obey’s website, they…that they give people 
directions on how to print out the Obey stickers. So everybody can just go and 
do it.  
 
Dan: That’s smart. That’s a really good thing he did, you know he opened the 415 
whole thing with that. Shepard Fairey.  
 
Well how do you think about the ehm…the whole commercialization of street 
art…in for example advertising and marketing? A lot of big firms now use 
street art as part of their marketing. 420 
 
Dan: Uhm, I’m indifferent to it. I’m you know… Having lived in New York for so 
long and I’ve seen how they sort of co-opt sort of whoever’s in and then move on. 
The thing about street art is…and like I’ve been saying this forever and it’s kind 
of dragging a bummer but I always this…but it’ s like, who ever goes in fashion 425 
will go out of fashion. It’ll go out of fashion but people will still be doing it. The 
marketing and advertising people will move on to something else. I don’t… I 
can’t imagine you know, how that works all that stuff, all those people but…they’ll 
move on. But people like me will probably still be doing their thing and… I have 
no doubt that ten years from now you know…people wont be that interested in 430 
what I do (laughs). That’s fine with me, you know. I survived being ignored for so 
long that I just do it because I like doing it. I don’t do it to get attention so much.  
 
So in your opinion, street art can still evolve alongside with the 
commercialization? 435 
 
Dan: I don’t know. I don’t think so. I think it’s kind of brittle and fragile now that 
it’s so fashionable, I don’t think it will survive. I don’t think like what’s going on 
now with that splasher guy and the stink bombs and the openings and… I think 
this is a natural arc of something what happens… Now that money is involved and 440 
people are getting careers and you know it’s getting into the…it’s getting co-
opted by the, you know, system, the art business. It’s just gonna become a…you 
know like everything else… It’s gonna become like postmodernism or hopefully, 
you know…which is… Postmodernism is like a useless thing that used to control 
the whole dialogue for five years and now it’s like this useless historical footnote 445 
to painters, you know. That boring postmodernist stuff, you know, all the 
theoretical and intellectual semiotics and signs and… It’s like all this stuff…for 
decades it was this was controlling the dialogue and now, you know…people 
have finally realized that that’s boring, that’s dry, that has no sex appeal to it. And 
people started getting into you know tattoo art and van painting and going in that 450 
whole low brow opposite way, you know, graffiti and skateboarders and tattoos 
and you know…punk rock is like, they began… It’s a correction from that boring 
dry intellectual bullshit – for them it’s an over-correction because most of it is 
kitsch, right? And then they’ll correct another way. That’s how it’s been. I’ve seen 
it go like five times since I’ve been, since I started it. But you know all along I kept 455 
doing what I did. I’m definitely in a good spot, because, you know, it worked out 
well for me. But I don’t have any illusion that you know it’s just upwards from here 
(laughs). You know, it’s fine. I mean, the painting probably, I do have hopes that 
that will just get you know better and steadier and I you know make more money 
and get in better galleries, have museum shows and all that, but street art…nah460 
Appendix 5: Interview with Paul Notzold 
 
June 28, 2007 
Carrol Gardens, Brooklyn, New York 
 5 
 
What’s your name? 
 
Paul: Paul Notzold. 
 10 
How old are you? 
 
Paul: I’m 33. 
 
What do you do for a living? 15 
 
Paul: Eerr….Well, see, that’s…Ehm, I do my… I create projects, that’s what I do 
for a living. Some are paid for, some are not (laughing).  
 
Where do you live? 20 
 
Paul: I live in Carrol Gardens, Brooklyn.    
 
Could you tell us a little bit about your art? What is it that you do? 
 25 
Paul: Well, the name of the project that is sort of taking on a couple of projects 
underneath it is Textual Healing. And it started off as… I have a background in 
theatre. Well, not a background but I have always sort of been doing 
performance around New York, like theatre place, music; you know everything 
that sort of involves a stage and an audience. And so, where I came from to do this 30 
project was I wanted to create an interactive performance. And when I started it 
was primarily looking at your typical audience sitting there and your stage and 
your actors. And, ehm… so, I wanted to create that sort of input. And I wanted to 
use a cell phone. Because I was playing around with cell phones for my thesis at 
Parsons, and…ehm… was playing around with them in the sense to create a story 35 
through text messaging through something that you know, this devise it’s always 
on, it’s always with you, you know and to kind a go further than what the 
commercials tell you your cell phone is for. Ehm, so to start sort of playing with 
the art side of it, the expressive side of it. And, so, everyone, you know 9 mills. 
people… actually I don’t even know the numbers… 90 mills. I think it is… 40 
Everyone has cell phones. Blanket statement. There is enough cell phones in 
everyone’s pockets, you know, people would be able to pull them out and be 
able to use them in some way as a trigger. As a way of sort of breaking the fourth 
wall. And so I was looking at an audience sending in direction dialogue, you 
know anything changing the scenes, they could affect on stage. And at the same 45 
time they could possibly getting stuff back to their cell phone. Between you and 
the person sitting next to you, you are both experiencing something very 
different, because you are sending in information of fact what is going on, but at 
the same time you are getting an information about the actor you see up there, 
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and it says ‘that actor just crashed his car’. The person next to you says: “that 50 
actor wants to kill her”, or what ever, the other actor, someone else on stage. So, 
you are both sort of having this different experience, but at the exact same time, 
because you can sort of facilitate this through the cell phone. Eehm, that’s not too 
disruptive…  
And so then when I was working on building the system in terms of an automated 55 
system, taking cell phones… well, I wanted to work with text messages as the 
input, and as the input devise as the input medium through the cell phone, 
because it was the most, it was the least disturbing I guess if you are in that kind 
of setting… And it was the most accessible, other than making a call on the phone. 
Everyone had it, it could go under standards. And besides from the ten cents, you 60 
know, you’ll deal with it! 
 
Yeah, it was cheap…? 
 
Paul: Yeah, And so I built the systems, and sort of through a string of events ended 65 
up getting to the speech bubbles, and I was using the speech bubbles on 
different pieces of art. So, I incorporated speech bubbles. And I guess the one 
piece that was sort of the catalyst for taking it outside was when I put it on the Last 
Supper. And when I did that was when - funny I’m talking to you guys -that was at 
the same time when the Mohammed Cartoons had all come out. Yeah, so 70 
Denmark wasn’t in such a good position at that time (laughing). And the gallery 
that that piece was supposed to be installed in came back and said: “look, we 
don’t wanna deal with that because we think it is gonna get attention we don’t 
wanna deal with.” 
To me it was like, this is ridicules. So we did this work around it where I took out 75 
the Da Vinci piece, but put in sort of this… like a murder outline of the last 
supper, and you could tell that that was what it was. And part of it was that I 
wanted to see people interact with it because it had a bunch of speech bubbles 
and it was going to be in the gallery, and I wanted to see people play. So, it was 
sort of in the beginning stages of what it was going to end up becoming. So after 80 
that I decided I wanted to take it on the street, primarily because I wanted… I 
didn’t wanna deal with a gallery setting, I didn’t wanna deal with a curator,  I 
didn’t wanna deal with someone else’s telling me I can and can’t do something… I 
wanted to put it out there and see what people would do. The funny thing is, I 
never ended up putting it out there because when I went around looking for 85 
places to project on, I ended up looking at the buildings and the places where we 
live and I was like: “Oh my gosh, are you kidding me? Here is my stage and the 
actors are behind the windows”. And the people in the street just you know. I put 
up these speech bubbles, and the people in the street pull out there phones and 
play with it, you know, tell their own story, give shout outs, whatever they wanna 90 
do, but sort of stop them in their tracks, you know, and have them go like: “Whoa, 
that’s kind a neat”. So, the symbol of the speech bubble is very easy for people to 
grasp. And then throwing it up against a window, coming out of a window is 
pretty easy to grasp what you are supposed to do. And I think that ‘s a lot of the 
key to be doing any kind of public space art is to look at it that way that you know: 95 
Is the simplest minded person going to be able to understand it? And then, is the 
most headed kind of person going to be able to wrap their head around it and 
sort of come up with their own sort of meanings of what it is? And that it’s not 
trying to… you know if you have to read paragraphs about what it is then you 
really miss the point. You know, it’s nice to get some more background on a 100 
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project but if you need to read someone’s full on novel about it or full on paper 
about it, it’s a little you know… I think it spoils what’s happening in that moment.  
 
But do people get it then, I mean, you say you just put it up in the streets, so if 
for example somebody walks by, do they get it instantly and say, oh, I wanna 105 
put up a text message?   
 
Paul: They don’t necessarily get it in the sense that: “Oh, this is a project I can text 
message to”. I mean, it doesn’t say anything like that… Part of that, people have 
always suggested: “Oh, put the number up, project the number up there”. Well, 110 
in my opinion it looks like an advertisement once you start putting numbers and 
orders up on something that isn’t within a gallery setting, that it’s outside and 
people are used to seeing  instructions on billboards, instructions on…ehm you 
know, just going into the subway, how to go into the subway…. 
So I didn’t wanna necessarily give it away that way and pull away from letting 115 
people play with that set, this sort of make belief, this sort of simulated, this sort of 
funny reality of being able to make a conversation happen from inside that 
apartment. And so usually I’m there and people walk by and they see the 
projections and they’ll be like: “Oh, that’s kind a cool”. And they get it because 
they see the projections and that somebody have already put text into it. So they 120 
get it and they sort of either think that someone is putting it up in there or feeding 
their own thing in – that it’s somehow just a performance. But then usually that’s 
when I strike, if I see someone looking, catch their eye, ehm, that’s when I give 
them the phone number and I’m just like:” Well, you can sms and it’ll blow it right 
up there.” And so that’s when… ehm, and then they’ll hang out, you know, if they 125 
get it and wanna play. And more often than not, if I get to somebody and they are 
not just, you know, helping on moving to that space, they’ll hang out for a minute 
and watch their message go up and then… I think when see their message go up, 
they actually sort of become this full circle… ehm… you know, feedback loop, 
and they are just like: ”Oh, now I totally get it.”  130 
Yeah… and then they sort of … and then usually they get a little more productive 
in terms of what messages they are gonna put up there. Usually they’ll test it out 
with one word or a quick ‘I love you somebody’ and then they’ll go: “Oh, it does 
work.”, and I’m like: “Yeah, it does work, that’s why I’m out here.” (laughing).       
 135 
So how often do you do that? 
 
Paul: It’s funny. I guess since last March or April. I’ve done pretty much at least 
once a month - which is kind of funny – it didn’t occur to me that that was 
happening until probably about November of 06. And I was like: “Oh my gosh.” 140 
I’ve actually hit… You know, every month I’ve had an opportunity to put it 
out…and thankfully it hasn’t been just because of my own wanting to do it but has 
been through you know either sanctioned in bites or something like that, or 
through shows or something where someone invites me to do it. And eeh, yeah, 
that’s actually really cool to be able to….you know. 145 
 
Do you announce it on before hand or does….? 
 
Paul: I try to…yeah…I guess…Partly for me it’s like…I….I don’t like bothering 
people that much! (laughs) Even though the project is all about sort of trying to 150 
bother people as they’re like making their way home. Ehm, but I always feel you 
know that if our sending out emails you know….Because I know when I get 
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emails, I’m sort of like: “Ah, I don’t wanna hear about this.” Ehm, I guess I think 
about it too much and I probably don’t do enough notice….that I should. But 
I…But I try to get it out there and I try to tell people when it’s happening in 155 
different spots. And if I’m doing it say in Europe, ehm, I try to give people like the 
New York time and I’ll be like: “Look at 2 o’clock, New York, this is going to be 
going on.” Now, I think a lot of it is that people just forget anyway. Ehm, maybe 
they know. Maybe they purposely don’t wanna do it…but I guess that would be 
their prerogative (laughs)….so…. 160 
 
 So you mostly get invited to do these things? You don’t walk around and see 
some perfect spot and then….? 
 
Paul: I definitely see perfect spots all the time. And it’s one of those things 165 
like…yeah, if I didn’t have the 9-5 job, which is more like a 9-6 or 7 kind-of-
thing….ehm, yeah, I would love to be doing this all the time … and playing with 
it. But, you know, doing it once or twice a month….ehm through shows. And the 
funny thing is that I haven’t done anything actually in the city for a while besides 
from some testing. Yeah, I haven’t done a full on performance in the city for a 170 
while just because things have been so busy, you know. It’s a blessing to have 
that but (laughs). You kinda want to bring it home sometimes and do it back in the 
neighborhood and see who, see who knows about the project now, you know, 
versus who knew about it a year ago.  
 175 
But it’s quite funny to hear that….I think you have a quite different approach to 
this whole street art thing than some other people that we are going to be 
talking with because it seems it’s more coincidental that you actually moved 
out into the streets…. 
 180 
Paul: Yep! 
 
But how do you feel about this being street…a street artist? 
 
Paul: Well, the funny thing is that lately I’ve been calling it…I find it funny to 185 
actually use the word street art. But then the other funny thing is that I came from 
looking at this as an interactive performance and the last thing I want to call this is 
performance art because that’s just all…wadr…that’s a whole headache I don’t 
wanna watch (laughs). Because it’s not me doing the performance. Ehm, I…but 
yeah, well…And so the term street art…ehm, for some of the other guys I’ve met, 190 
they sort of find it funny. And I guess if it wants to be a movement and I’m 
involved in it….sounds great. Ehm, I think I primarily look at that as….and I 
definitely feel sort of on my own in my own little sort of circle, like I don’t 
necessarily feel like a projection artist, I don’t necessarily feel like…. I definitely 
know I’m not you know a graffiti artist….ehm, or someone who paints things. I 195 
want to play with some more ideas out there but in terms of this project and you 
know the sms stuff and the projecting…ehm…I sort of look at this as…. I’ve been 
calling it public space work, or public space projects or public space art….Ehm, 
where I think the street part….you know….and this is just my own of the, you 
know, having heard it enough….ehm… I think the street part just sort of wants to 200 
you know sound like a rock star, you know, wants to be a part of that. And, like, 
who doesn’t wanna be a rock star? I’d love to be a rock star. And so be it, if 
people wanna call it graffiti – great. You know, if it comes up in the searches 
under graffiti – great, whatever. Ehm, you know because, I know, I think, I think 
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there’s a lot of beautiful graffiti but also ehm…and there’s beautiful street art…as 205 
people’s projects are called…But I guess as a movement is seems a little…it 
seems great to be a part of but I don’t necessarily think of myself under that. And 
that might sound pretentious but I, you know, but I don’t (laughs). 
 
You sound like you think maybe it’s a bit overrated to be a street artist…this 210 
whole street art movement? 
 
Paul: I don’t know. I think it’s great. I mean I thoroughly believe in people getting 
outside and affecting their neighborhoods. And…I forget who it was, and then 
there’s people who fall very hard into this street art category - as they should - 215 
and they do amazing stuff.  I mean luckily I got to meet Marc Jenkins at one point 
and he is just such an interesting guy to be around and to get input from. Uhm, 
and you just, you know, sort of pay attention to because of…his projects…you 
guys know who he is, right? Mark Jenkins?    
 220 
No, I’m not sure… 
 
Paul: Oh, he’s, he does the uhm…he does the tape sculptures. He uses like clear 
packing tape, and he’ll do moulds. And he’s uhm…one of his projects is this XXX 
project, and he makes these little babies and he leaves babies…these little 225 
like…they are about the size of a doll but they are these plastic tape moulds of 
babies. Yeah uhm, I would definitely look him up. He’s…I think he’s, he’s 
definitely…he’s pretty brilliant…uhm…and very humble and very interesting and 
he loves to make fun of the word street. He wants to make t-shirts that says like 
‘I’m street’. You know like…but in a funny way. That’s right he came up with the 230 
term street art…for you know (laughs). No he didn’t… 
Anyway, uhm…where was I? Oh but…you know getting to…uhm…oh, yeah 
where was I?  
 
We were talking about if it was overrated…the whole street art thing. 235 
 
Paul: Yeah, I don’t, I don’t think it’s overrated. I would love to see…I’d love to see 
the thing become bigger like…I, I would love to see it not be exclusive…that’s, 
that’s the hard part I find it’s like…ok so…and it’s funny to sort of whether people 
wanna call this a big movement or not a movement…like whatever we’ll find out, I 240 
don’t know.  
Uhm…but I would love to see street art where every single person walked out of 
their house and did something in their front yard, in the street that commented on 
that space that send a message out, that showed their story, that showed us 
stories, a sort of a take, showed a position on anything, because I think we hide so 245 
much of that stuff…uhm…or just don’t think about it. Because you move through 
public space and…you know, things happen at work and things happen at home. 
And in between is sort of left up to government advertisers, developers you know 
uhm…it feels unattainable to people and I would love to see the so-called street 
artists become everybody. You know where everyone was doing something, you 250 
know. Uhm…because I think any…I think, I think everyone is capable of grasping 
their surroundings. Uhm, now, whether it is gonna be beautiful, ugly and…you 
know…the great people still rise to the top, whatever. But I think…uhm, I think 
when you are working in public space, I think it’s,…it should be everyone out 
there doing it. So…overrated? I don’t know if, you know, whether I’d rate it, but 255 
it’s, it’s, it’s one of those you know…I don’t wanna see it as exclusive, you 
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know…or just the people to be able to go out and work in public space is very 
cool, it’s fun, you know. And I’ve always…I guess I’ve always sort of….I always try 
to encourage people: “yeah, take it outside. Go out in the streets, do something”. 
I don’t believe in vandalism, I’m not down with you know (laughs). 260 
 
What do you think makes you fall into this street art category? Do you think you 
have something in common with other street artists, or…?  
 
Paul: I think it’s uhm…I think it, you know, I don’t, that’s the funny part of it. I don’t 265 
know exactly what their motives are. So, yeah, I don’t know if uhm other people’s 
motives are to go out there and be like: “look what I made!” You know. Or their 
motive is to go out and be like: “I’m trying to point something out to you guys.” 
Uhm, you know, because I think there is the difference between trying to draw 
attention to something versus: “look, I’m a great painter” or “look, I’m a great 270 
sculptor” or “look, I’m great at this and I’ve found a spot to put my stuff.”  
 
So what is your motive for doing what you do? 
 
Paul: Yeah, my motive…eehh, I mean it came from…it came from wanting people 275 
to be able to participate. Uhm, when I was doing the theatre work with friends, 
one of our big motives was to not …to try to not to be masturbatory about our 
work…where we didn’t walk up on stage and say: “We’re so awesome, like, 
here’s our take on life, you know, now, we’re the only one that think this.” Which 
is never the case. I mean, this stuff has been around for ever – street art has been 280 
going on forever, especially before video and cameras. I mean, people would go 
and play monopoly in the middle of a highway, but they didn’t have a video 
camera to take it and send it to Wooster Collective, you know. Uhm so you know, 
this stuff’s been going on, it’s just that people are now taking advantage of the 
media to get their word out and become famous and become known. For me, 285 
I’ve…uhm…. I get exited over being invited places, to put this up and capture 
people off guard if I can. Uhm, not off guard in the sense of shock and surprise, 
but off guard in just like: “hey, you can participate in this, in between your 
routine.” Uhm…and, and you know, maybe letting people look at their public 
spaces a little different, ehm to participate in. So I think that’s…I think that’s how I 290 
come from it. I mean…I can’t lie that I think, I think that all artists, performers, all 
sort of come to the table with an ego... And obviously doing it out in the street, 
having a good reaction is definitely nice for the ego, too (laughs). But you know, 
you definitely get down on yourself, too, so there is a lot of other things going on 
in your head but. (laughs). 295 
 
Is there something specific that you want people to get out of seeing or 
participating in your artistic actions?  
 
Paul: Is there something I want them to get out of it…? I guess sort of a lot of the 300 
stuff that I’ve sort of been saying, which is you know…yeah like, get out of the 
routine…use this system to tell a story, use this systems to…uhm make your own 
poetry, make your own art…use this systems to not…it’s not sponsored, you 
know, it’s not benefiting a brand. It’s not you know run by a brand - they are not 
getting the information. Uhm, yeah I guess you’re spending ten cents and giving 305 
it to your phone company, but…erh…(laughs). Also…and I guess also is, is the 
mobile device…uhm…it’s kind of the other angle… that this comes from, which is 
you know using, using your cell phone not just to escape from your physical 
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space… that you can connect with someone else, but that you can use this device 
to then connect in your physical space…and that uhm…this device can be used to 310 
tell stories. This device can be used for everything else other than downloading 
cruddy like air Jordan and screen savers, you know, or stupid, this stupid 
branding stuff and commercial stuff that they dump on you, that they like: “oh, 
you know, get screen savers, get ring tones.” You know, it’s just, it’s like that’s so 
bare bones and it’s…it’s distracting, and I think you know to allow people to be 315 
able to use their phone in way that their…it’s uncensored and it’s 
anonymous…and write whatever you wanna write. And you’ve got an audience – 
or at least me…uhm…and…or…but in most cases there is usually a bunch of 
people hanging out. So you’ve got an audience like: “come on out and tell a 
story”. 320 
 
So what is like a good show and what is a bad show, in terms of people 
participating? 
 
Paul: I don’t know what a bad show would necessarily be…I guess a bad show 325 
would be if no one wanted to do it, you know, or I got beat up or I got you know 
punched in the face and like told to go home and someone stole all my crap – that 
would be a really bad show! Or a bad show would probably be if a hundred 
people were sitting there waiting and something didn’t work – that would be a 
bad show. I think…I mean for me, and it’s funny…I don’t necessarily get it’s like a 330 
bad show or good show, but like I’ll go and…I get invited for an event, so…you 
know, or for an opening or something like that…and I’ll put it on – and I’m happy 
to put it on – but it’s obviously like been scheduled, so you are gonna do it this 
time at this space and we’re sending the word out, people come and do it. And 
that’s great because of…I want the right people that wanna come do it, or that it 335 
may be seen in…uhm…online or where it to come, participate, try it out for real. 
Uhm, I think it…I think it really is a lot more spectacular in person. And a lot of 
other projects tend not to be this way, but I think it is spectacular to play with 
this…in person , than it is just to look at the photos. Anyway, but…I think…the 
good show is. My favorite shows are the ones where I set up, put it up in a spot 340 
where I know there is going to be some people…and catch people just walking 
by, who stop and play…uhm…where there hasn’t been…there aren’t a lot of 
people that are coming there because they knew about it, but that you’re picking 
up people in their routine…uhm, and breaking their routine a little bit. So…so, I 
would say that that’s…that’s the good show. But I don’t know if I’ve ever had like a 345 
bad show…? Besides the way that I guess I just described what a bad show might 
be…(laughs)…that would be, yeah… 
 
Do you think you can characterize what you do as street art? Does it come 
under the umbrella? 350 
 
Paul: I think it has…I think I…I mean I guess if street art is about going out 
and…ehm…not necessarily doing graffiti, which I…I would love to see a debate 
on people that have more of a graffiti background than I do…which I don’t have 
much of…and people that have a street art background, and just…not whether 355 
one or the other is more legitimate but…does graffiti fall under street art? I am not 
sure…I’m not sure. But painting on…if you paint on a wall without…just doing a 
tag is street art…or if it’s graffiti? And…so, so I guess, I guess in the sense of you 
know popular demands or from what I’ve seen…yeah I guess it would fall under 
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street art in that sense…which I’m happy to be a part of. It’s nice to be a part of 360 
something.  
 
It can be hard to define street art… 
 
Paul: Yeah… 365 
 
How would you define it, I mean…? Can you try and put some words on it? 
 
Paul: I think street art is…street art looks legal. 
 370 
It looks legal… 
 
Paul: Yeah. 
 
…but it’s not? 375 
 
Paul: Well, that’s up to the laws. So, if leaving something in the middle of the 
street that is… if leaving a sculpture outside is…uhm…I would say that that would 
classify as a street art piece. Now, if that’s legal or illegal, I’m not sure, and 
someone’s defining…I guess, you know…or if they consider litter or if they wanna 380 
find the law to shut something down…uhm…but then I would never say that that 
was graffiti… I think, I think for me, graffiti falls under probably the flag of you 
know ‘this is illegal to do’. Whether I think it should be legalized or not is a 
different story…it’s not…it’s not that kind of take on it…but uhm I would say yeah 
graffiti and…obviously there can be sanctioned graffiti where someone wants you 385 
to do a store front, that sort of thing. But then again I guess that would…I feel like 
the sanctioned side of things falls under street art.  
 
Would you say that street art is different from other art forms? From more 
genuine art forms? 390 
 
Paul: I think…no, I think it draws from all those. I think, I think a painting on the 
wall is making a comment on wars, making a comment on public spaces, making 
a comment…you know, it can, it can take on any of those kinds of meanings you 
know. So I don’t necessarily think they are talking about different things but I 395 
think in the street art sense or in public space work or public space art…it allows 
you to get out of the system…the system meaning curators and people saying 
like: “we’re deciding whether you should be in a gallery or not.” Street art 
obviously can put people in galleries by doing street art but…uhm… I think street 
art can be a nice place to start to sort of show your thinking…you know take…go 400 
out on your lawn you know your backyard and manicure all your flowers you’ll 
end up in like ‘Home & Garden Magazine’, but is ‘Home & Garden Magazine’ 
gonna sort of…just put your stuff in there if they didn’t know that you could do it 
and sort of be like: “ok, we wanna see what you do.” But they’ll put it in after you 
did it…(laughs). 405 
 
Do you think it’s possible for anybody to become a street artist?  
 
Paul: Sure, why not (laughs). 
 410 
But what does it take? 
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Paul: I think it’s just, I think it’s just becoming in tune with public space and the 
area that you live in…and getting to know it. But I think, but I think that with 
anything…you can become political if you decide to educate yourself…I think 415 
that you can become, you can become anything if you decide to pay attention to 
it. And if you don’t pay attention to it you know…ok, maybe you can have a happy 
accident or something I’m not sure…you spill a bucket of paint on the ground and 
it’s in the form of you know Jesus Christ like, and then everyone’s gonna come 
and look at it, you can sell tickets. But I don’t think that uhm…yeah, I know…I 420 
think…I believe most people are capable of becoming anything if they start 
paying attention…and that sort of comes from just the experience of people 
playing with the speech bubbles, which is…you know, they’ll test it first and 
they’ll write something stupid or simple and then they realize how it works and 
they’ll then maybe invest a little bit more and tell a story and play with…”Oh, 425 
maybe I’ll play with who’s in that apartment.” And give you a one-liner and let 
you read that and make your own conclusions and create the context…or play in 
the context that…I end up giving them. Yeah, so, watching people play with that, 
they get slightly educated on what to play with.  
 430 
Do you get inspired by other’s…I mean, other art forms happening in the 
streets, other street artists doing something? 
 
Paul: Sure. I think a lot of… A bunch of things for me is I like to look at past 
behaviors, like in the streets. I guess in the sense of performance, too. You know 435 
like, your sort of puppet shows, you know, where they would set up and it would 
just be a box and they would set up and do puppet shows and kids would come 
and sit there and…it just happens, you know…it’s not in the store front, it’s not in 
the theatre, it just happens and then they ask for 25 cents. So I think, I think 
looking at those kinds of…the past behaviors and then trying to sort of maybe 440 
build on those…uhm…has sort of helped me come up with you know different 
takes like involving technology. And then of course you know you have to look at 
what other people are up to….and just see what their take is and can you pull 
from some of that. And especially looking at their approach towards the streets or 
why they are doing what they’re doing. And whether they are giving history or 445 
whether they are you know trying to fight advertising…whether they are just 
commenting on a particular moment, a particular space… Yeah, I think you 
definitely have to pay attention to what other people are up to and support them. I 
think there tends to be a lot of you know arrogance towards people’s own work 
that I think you just have to kind of push that a side…and even if yours is somehow 450 
more profound or more interesting or more delicate or more peaceful or more in 
your face…uhm…that I think it’s important to sort of try to become more part of 
the team of supporting people out there doing this…than to sort of arrogantly say 
you know: ”No one else is doing it like me so f that, I’m not going out there, I’m 
not going to go see this stuff.”  455 
 
Can you think of something, someone who has inspired you? 
 
Paul: I’d say there are two people who have inspired me that…I don’t think ever 
considered themselves doing street art…uhm…or before the term came up…but 460 
would fall I think in the public space art kind of idea…which is like Christoph 
Wordedsko…and he does…he’s sort of the…I’d say he’s like the grandfather of 
projection art…and he would do these very…I guess very peaceful protest 
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projections…on to buildings and his writing… They were very…I don’t wanna 
call them simple…because they are very profound…but they were simple in the 465 
sense that…or his early ones were simple in the sense that it wasn’t a lot of 
moving parts, it wasn’t visually you know moving and flashy and trying to get 
attention that way…but he would uhm…. The reasons for him projecting on to 
these buildings at night sort of gave my project the backbone to sort of feel that I 
could answer some questions like: “Why do you do this as night? Why do you do 470 
it on residential buildings?” He chose a lot of different kinds of monuments…and 
his pieces were very oriented towards…protest. But he was also interested in 
giving people a voice that didn’t have a voice. So he eventually went on to work 
with you know homeless situations and…prostitution…and sort of trying to 
develop systems in which these people can sort of share their stories or 475 
participate in society…with the devises he was building. And so, yeah, I think he, 
he would try to…with his projections he’d sort of try to bring voice to the past and 
sort of you know when you look at a war monument…what does it really mean? It 
means you know ‘you guys won the war’ you know, and so you’re gonna 
celebrate the fact that you won the war, but you forget all about the anxiety that 480 
people at the time of that war were going through you know. And I always thought 
his stuff was really interesting. 
Then the other guy that I pulled from was…August Boal…who’s an old…he 
worked in theatre, but he worked in theatre as a way of social change. And his 
technique eventually was called ‘the theatre of the oppressed’. So, what he would 485 
do is…he sort of set up a few different forms of theatre in terms of wanting 
to…change a system. And so, you know some it might have been where he would 
send actors into market places where the people that were shopping didn’t know 
that they were actors… They would go into these spaces and deliberately sort of 
point out you know…what an illegal…or what may be a seller was doing you 490 
know that shouldn’t be doing. But of course they would do this in an acting sense 
but the people around would just think it was a buyer, you know, just another 
customer just like them. And then they would leave and no one was ever wise 
to… that they were just acting. But now they were wise to the information…that, 
that maybe that buyer was sort of a little shady…and maybe that buyer would 495 
then change their ways…and sort of get in with what was going on. And they also 
worked with you know the relationship between you know these sort of…I don’t 
wanna say sweatshops, I don’t know if he worked with sweatshops so much, but 
these like manufacturing where you know the workers and then these small…you 
know these small…the guys that ran the place, you know the boss…and the 500 
administration I guess…I don’t…I’m not sure…I’m missing the 
word…But…uhm…and you know he did a lot of work in South America and 
Central America, sort of educating people and he’d play out…he’d play out 
situations and have people switch roles and you know see how you feel 
now…how do you feel…and you know then talk about it…or have an audience 505 
shout out what to do next you know and see what would happen… And this sort 
of…comment on how they were behaving. And to try to spell myths and ideas. 
Trying essentially to get to the truth, if you will…So yeah, those guys are kind of 
the old school influences. 
 510 
Do you always work alone or do you sometimes cooperate with other people or 
other artists? 
 
Paul: Yeah, I…I’ve never really uhm…I’ve never necessarily done a group…or a 
joint show. But I’ve worked with…programmers who are also artists and…on the 515 
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speech bubbles as well as the other sort of manifestations like the drip text 
stuff…and the line art and the characters and stuff. So I bring in…you know…I’ve 
worked I guess closely with two or three other guys. And then I try to…when I 
actually go out and project…it’s primarily been on my own with help from 
whoever might be the host…or I’ve also invited…uhm…friends to be able to take 520 
photos or help pass out fliers, which was priceless, especially in the beginning, 
when I was just sort of seeing: ”Ok, how is this gonna work?” So yeah, I’ve 
definitely had help from people…whether you know volunteering to help out in 
the street or working on the actual…system.    
 525 
But was that with street artists or…? 
 
Paul: Uhm…no I’ve never really no…not directly. I mean, I’ve been in shows 
where other street artists have been there and stuff like that… Never on this 
project in particular. So just sort of learning a lot of it as I went along…how to do 530 
the mobile projecting stuff.  
 
So you’ve told about this whole thing about that you are not really a part 
perhaps of this street art group. But do you consider yourself to be part of it? Or 
the street art movement? 535 
 
Paul: I guess I’m…I think in terms of how it’s gone down I am a part of it…but I 
don’t necessarily think of things that way. But then again, it’s also very easy when 
people ask you: “oh, what do you do?” to say: “oh, I do art.” And then they go: 
“oh”…and then somehow that becomes very clear for them, as opposed to 540 
saying: “oh, I do projects – I like to do projects, I like to make things.” Where 
somehow when you say art, it…it allows people to understand a little better. So if, 
yeah, someone was asking me…and I felt street art was a way they would 
understand then I’d probably use that sort of finite. But I mean, it’s become lately 
that I like to say that…just like to say public space work.  545 
 
Do you think all the other street artists have something in common that you are 
not directly a part of or…? 
 
Paul: I think they probably all say that they are slightly different than each other. 550 
It’s my guess…I don’t know. I think everyone tries to separate themselves in 
some way…from the other guy, you know, even if both you are doing stencils…I 
think you’ll try to figure out a way of separating it…which I think you can I mean 
because a lot of it…you know people’s motivation, especially of you’re doing 
something that’s interesting, your motivation’s going to be very different than the 555 
other guy’s motivation for why…you know, putting stuff up. But I guess where we 
all have something in common is that…we’re all just sort of trying to you know 
create these little interventions in some way, whether it’s visually stunning, or 
interactive, or not advertising, or whatever.  
 560 
But do you always work in the urban landscape? 
 
Paul: Uhm…so far…yeah, with this project, yeah, so far it’s played out that way. 
Partly because I’m not particularly interested in doing all the text messaging, so if 
I found myself out in the middle of the woods…it’s just me and the projector and 565 
the computer…I may as well just sort of write a diary. But I mean I have 
done…actually it was of funny in Romania we did…we pulled up to this dam…that 
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can’t even see it in the photos but we projected on the dam and it was actually 
really funny. And then we projected on the woods and…uhm…more or less it was 
just interesting to look at the texture the trees create, but other than that it wasn’t 570 
like…It didn’t leave a lasting mark you know, but it was fun to try and see it…see 
it actually happen.  
 
But how do you think your art influences the urban landscape?  
 575 
Paul: Uhm…I would like to think that it allows people to tell an urban story…you 
know in what ever way they can get in 160 characters or as many text messages 
as they wanna send…you know, I think… 
 
What is an urban story? 580 
 
Paul: An urban story…? Uhm…someone…well I mean…I think urban stories can 
be the same as a rural story when you’re writing in the bubble you know ‘I can’t 
find my car keys’. I think we’ve all been down that road whether you live in the 
country or in the city. But you know, things like…apartment and roommates, 585 
people writing you’re evicted…and uhm you know…telling those kinds of 
stories…or just I guess the mentality of... But then again I’ve done it in small towns 
so it’s not that it’s all been…urban, but it’s been in small towns…and I think it’s 
just…I mean, it’s just…it’s telling your sort of…your local story. So whether your 
‘local’ is a neighborhood within New York City…or it is New York City and you 590 
wanna write ‘New York City loves you’, whatever, ‘I love New York 
da,da,da,da’…you know…you can do that, too.  
 
So this whole urban isn’t really all that important…? It’s more important that 
people participate or that there’s somebody to see it actually…? 595 
 
Paul: Yeah, well that people participate…I guess in terms of the stage itself 
‘urban’ isn’t necessarily that important, but using a place where people live…and 
moving…and that you can sort of imagine a story happening in there. That’s what 
I guess I would say why it’s not particularly…doesn’t have to be in an urban 600 
setting. But if it was a rural farm house and there were little speech bubbles 
coming out of a window, you know I think it has the same kind of…ability to allow 
for that story. But now, other people said: “oh, you should do it on big 
government buildings da,da,da,da…”, and I’m like: “well, you know…sure…”. 
And I’m sure you can come up with stuff like that…but I guess my interest is on 605 
the smaller scale, you know where we live, that…a little bit is we pay too much 
attention to the big system…that a little bit of it is…you know, start paying 
attention to what is going on…in your house…and around your 
neighborhood…kind of thing.  
 610 
So this street art thing, I mean…this is a very urban phenomenon, I 
mean…could you imagine the city without any street art in it…? 
 
Paul: I guess it kind of goes back to whether you define you know graffiti as street 
art… Would I imagine the city without graffiti…? Not really. I mean, then you have 615 
Disney World…you know, if everything is…if everything is spick and span 
it…there is no…there is absolutely no color or personality. And that would be a 
lousy place to live. Yeah…I think street art shows that there are some people 
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living and moving around, whether you see them or not….you know…and that… 
you’re not just all on the same track.  620 
 
Do you think street art is a permanent thing or do you think it will come to a 
natural stop at some point, I mean…? 
 
Paul: No I think it will…I think it has been around, I think it will always be around. 625 
Uhm, you know…improvisational theatre…I think it’s street art when done on the 
streets you know… 
 
But what we have sort of noticed is that it’s becoming much more…I 
mean…visible. You can see it in so many places, and it seems to us that a lot of 630 
people have started doing it…out of the blue…especially perhaps in other 
countries… 
 
Paul: Well I think…there is the old. The funny thing is a lot of this stuff is framed 
because of media, because of being able to take photographs…being able to 635 
post it online. And…I think that’s definitely helped…I guess…this turn, the 
movement, street art become sort of bigger. Eeh…because I think people…I 
think in a lot of ways feel a little helpless and they don’t feel like they’re gonna 
necessarily…you know, whether you’re rich or you’re poor, I don’t think you 
know you’re feeling like: “oh, if I paint a painting tomorrow it’s gonna go up into 640 
MoMA.”. But…but let me start looking at my urban environment, let me start 
looking my world environment, you know, and I’m gonna do something. And I 
think because of the internet, because of photography…well, because of the 
digital media…it’s gotten out there. And it’s given people, it’s given those ideas a 
chance to connect, whether it’s, you know, next door or across oceans or 645 
whatever. So I give a lot of credit to the internet in getting this stuff out because in 
most cases, unless it’s something very permanent…uhm, and how permanent it 
permanent…? But like for me it’s like you know my…I’ll put my…I’ll do 
something for maybe 2-3 hours on a building…and 99 percent of the people that 
know about my projects, only one percent will probably ever see it live. You 650 
know, they’ll see the photos, they’ll see some videos, they’ll see things, they’ll 
hear about it, they’ll read about it da, da, da, da…one percent will see it live. And 
I think that’s the case for probably everybody. But I think it also sort of transcends 
the…uhm…you know, the idea of the Eiffel Tower or the idea of the Empire State 
Building. It’s like how many people in the entire world will actually see it in 655 
person, in live, and what does that even mean…? But…uhm…but you know that 
this thing is there and it’s become this you know ‘wonder-of-the-world’, ‘have-to-
go-see-it’, you know, it’s become this selling mechanism… So I mean think some 
street artists do go out into the street with the intention of trying to make some 
money…(laughs). And guerilla marketing you know, that also has put it 660 
into…showing us more that this is street art… I’m sure they’ve helped a lot in 
giving that name because they wanna be, you know, if unnamed shoe company 
wants to be artsy they’ll help invent that term, you know. 
 
How do you feel about this whole commercialization?  665 
 
Paul: Uhm…if someone wants to buy my whole thing for like a million dollars – 
take it! I’ll be…I’ll finish…they can have the computer, they can have the whole 
thing. Give me a year off, let me pay my debt, let me pay my mum’s debt. 
Finished. Uhm…I guess it’s funny…I mean, I’ve talked to a lot of different brands 670 
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about things. The funny thing about the brand is the…and this might not be true 
for other artists but they always love to say: “Ok, tell us about how this works.” – 
ok, here’s how it works. “Ok, cool. We’re gonna go back, we’re gonna talk to our 
you know our creative team and see how this could work.”. And I’m of course on 
the other end of the line like: “ok… Why don’t you talk to me about what we could 675 
possibly do?” So it’s funny dealing with them I don’t know if a lot of it is, it’s a turn 
off. And then you’re kind of like: “Ok, you know I don’t wanna give my 
project…to such a turn of.”. Or you deal with sort of your ad-exec that is like: 
“you tell us, you tell us what do you wanna do? Bla-bla-bla-bla…”. And you know, 
I think some people would do very well at, being a part of that. It doesn’t, it’s not 680 
exiting to me to just to be a part of a brand that becomes a little more invented 
and sort of made up than the actual real project itself. I think it starts to look more 
like an imitation of any project. Now, I also don’t sort of push people to 
necessarily use the speech bubbles but I like to say: “hey, there is other things 
you can do. I mean, Lord knows, I have a ton of little things that we could talk 685 
about doing if you wanna talk.” 
 
But where would you say that the limits they go? In terms of this 
commercialization still being art, for example? 
 690 
Paul: I don’t think commercial stuff is art…in my own. I think they can use artists to 
make commercials – fantastic – make great commercials, you know, I’ll laugh, I’ll 
watch your commercial, I watch TV, you know, it’s like, I’ll see something and I’ll 
find it funny. Do I think it’s art? No. Is there an art to advertising? Sure. You know. 
Is there an art to being commercial? Sure. Do artists work in commercial sector? 695 
Yes. You know. Now, go out and stop selling your good ideas, you know, let’s see 
the bigger ones. Because it’s a compromise, you know, and unless…unless a 
brand walked in and said: “hey…we’re not gonna stop you.” I mean but the big 
thing for me a lot of the time is the…. 
 700 
(Interruption) 
 
…at the same time, though, anyone should go out and sell their crap. So sure, why 
not (laughs). I you know, it’s their own prerogative, I don’t think, I guess it would 
be sad…it would be sad if their intention in doing this work was to just sell. Uhm 705 
but other than that, you know what? I’m not here to you know judge them. I think 
it’s very respectful and interesting to meet people that aren’t selling, you know, 
that aren’t pushing…to have advertisers and make money.  
 
But do you think that this whole street art expression - do you think it can still 710 
evolve once people start commercializing it? 
 
Paul: Uhm…I think is has to evolve. What that means, I’m not sure. Uhm…I think 
expression outside has to. Well, that’s I guess…I try to stay modest, but I think the 
introduction of technology into street art has kind of shown a little bit of evolution 715 
in terms of you know what Swoon was doing, what Shepard Fairey was doing in 
that art work. But I think, with the introduction of technology in public space and 
sort of you know mobile work…I think that’s shown a bit of evolution already. And 
hopefully that’ll pick up or things will just get bigger. I’d love to see, yeah, I’d 
love to see bigger shows, I’d love to see bigger street art shows that aren’t as 720 
much curated as much as they just sort of happen.  
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But are they becoming too curated?  
 
Paul: I don’t know, I guess…I don’t know of I’ve been a part of them too much… 725 
It’s just that…you know with a curator comes a sponsor, you know. And by all 
means you know doing anything in the art world, you live in that by getting 
invited to places so, by all means, you know…love the curator. And, and for the 
most cases curators are great. I guess, when I say curate…it’s not so much the 
curator as they…I mean, I’ve worked with the greatest curators where they have 730 
you know come out and carried the gear and we’ve gone day after day, 
especially when I was in Rome with Fabio who invited me over. We…he…you 
know I was there for four or five nights and there was one night were I was set to 
do it but we went out every night in between and before and after and projected. 
And he was right there, of course he was also you know about my age so he was 735 
down with wanting to go out and do this stuff. And totally understood it…and that 
was really great. Not sure where that was going… 
 
No…where was I… But I think one of my last questions is…but we already 
talked about that…but would you consider commercializing your work?  740 
 
Paul: Yeah, I mean the money… I did it once… Uhm…the funny thing is like, when 
you get invited to do a show, which you’re more than happy to do, it’s sponsored 
by somebody. So somebody… You’re going on there and someone’s putting 
another name on there that says XXX…whatever. I’m not seeing money, I’m 745 
seeing a trip. And I’m seeing uhm you know the opportunity to go and do my 
project. And I’ve had this conversation with people too where you know they’ve 
written, they’ve said: “hey, you know…”. And I’m actually talking with this guy in 
Dublin right now…and he first started off he said…I forget which company I…I 
think it is Vodafone or something…and he wrote me and he said: ”I’m doing a…I  750 
work for Vodafone. Do you want to come over here and we’d love to set up…do 
your projections over here in Dublin.” And…So I wrote back and I was like: “well 
uhm…”, and he was like: “how much?” You know that’s always the question: 
“How much will this take?” And uhm I wrote back and was like: “look, here’s the 
deal, you know, I usually do this and it’s airfare and a place to stay…that’s what I 755 
put on the website, you know… But if this is going to be an advertisement, if this is 
going to be something more than just allowing me to do my thing, then we need 
to talk a bigger, a much bigger price”. You know, I wanna get paid! Then…of 
course…I guess I would do it for the right price…but luckily I haven’t been in that 
position yet. So I haven’t been in a position where I actually got paid…I don’t 760 
know…50,000 dollars…and did it. And then I don’t know what I would feel like 
afterwards. I’m not sure.  
 
Do you get a lot of attention from companies like Vodafone?  
 765 
Paul: Not as much as I think people think I get. They are always mentioned to me 
but then they say: “oh, I know someone that works for Vodafone, we’re gonna go 
talk to them and see what…if they can help get more money or sponsor this or 
whatever.” And that’s when I’m like…or that’s when they’ll come back and like: 
“oh, ok you know, they were interested but…”. You know, So you don’t. A part of 770 
it is that I really don’t wanna censor it. And I think any company is gonna wanna 
censor it. But like with the guy in Dublin I, you know, I wrote to him and I 
explained to him the sort of breakdown like…base price is airfare and 
whatever…place to stay. But…you wanna rock Vodafone all over this 
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thing…eeh…you know…pay! You know, pay for the idea you know…and I’m 775 
willing but I don’t think you’re gonna want to nececssarily. And luckily, you know, 
presenting it that way he wrote back and he said: “oh. No, I wanna keep the 
integrity of the art and Vodafone you know…they would primarily be getting you 
over here to do it.” And you know… Because I always say like: “if you wanna have 
Vodafone written up on the wall or you wanna have Vodafone on like the taps that 780 
I hand out…”. Say, I wonder if I have any taps…oh, yeah, these are what the taps 
look like…(shows us a tap). (About the tap:) I think this was from Romania. So I’ve 
always said like: “hey, you know what? If someone wants to pay a little more, like, 
I wouldn’t mind writing on there like ‘hey, Vodafone hooked this up’ or ‘Vodafone 
hooked me up’.” Like, I wouldn’t mind that kind of thing. Uhm, and that would be 785 
for, you know, paying me to live…kind of thing. Like paying me for the time that 
I’ve spent. That’s probably how I would do it. But it would be more in like a 
sponsorship versus a…’this is now your ad-campaign’. Because if it was their ad 
campaign, it would be a lot more. But he was cool in how he sort of handled it and 
he said: “no, no, we’re still interested but wanna maintain the integrity as an art 790 
piece.” And at the same time I don’t wanna go out and become sort of the…you 
know the clown or the magician at a kid’s birthday party…you know, where they 
are paying you and you’re making, I don’t know 1,500 bucks a pop. But you know 
it sort of becomes this this novelty, it becomes sort of this cotton candy kind of 
snack for people to play with.  795 
 
I guess that was the last question… I was just wondering, what kind of 
education do you have? 
 
Paul: I have a Masters in design & technology from Parsons School of Design, 800 
which is where this project… I worked on it as my thesis… it kind of came out. 
And then I got my undergrad at Ithaca College in upstate New York. And that was 
in, it’s funny to say the major top was Corporate Communication, but because it 
was 1996 when I graduated, it was basically the new media type of uhm…major. 
So it sort of…new media fell under that and digital technology.   805 
 
Appendix 6: Interview with Marc and Sara 
Schiller, Wooster Collective 
 
June 24, 2007 
Noho, New York 5 
 
 
What’s your names? 
 
Marc: My name is Marc Schiller. 10 
Sara: Sara Schiller. 
 
And how old are you? 
 
Marc: 42, 43, 42  15 
Sara: 43 baby 
Marc: Wow I took a year off. (laughing) 
Sara: 37. 
 
What’s your educational background? 20 
 
Marc: I went to university in Chicago at Northwestern, and I studied political 
science and cinema. 
Sara: I have my masters in business from NYU and I have a bachelors in 
economics and government.  25 
 
Could you tell us a little bit about the Wooster Collective, what is it actually 
that you do here? 
 
Marc: I think we’ve gotten involved in a few different things, I mean, I think most 30 
people know the work from the website that we’ve built, which is really a weblog 
that has just been kind of documenting ephemeral art from our perspective 
around the world for the last five or six years. So, since it’s very focused on art 
that traditional media hasn’t always been looking at as art – they’ve been looking 
at it as vandalism or maybe not looking at it at all. The website has been very 35 
focused to showcase it as art, so I think the large part of the project is that. But we 
also do books. We publish books on our own in small printings, as well as events 
– the 11th Spring event, which was a big art show in December.  
 
Sara: Curation.  40 
 
Marc: Curation as well as walking tours.  
 
Sara: We do walking tours, and then we write magazine articles and we speak at 
universities… 45 
 
Marc: Yeah. 
 
So it is a full time job? 
 183 
Marc: No, far from it, its ehm. We both have full time jobs so this is just really a 50 
passion of ours. It is something that we get inspired by and we continue to find 
time to do it. But it’s, there is no economic…there is no business side to it at all, 
we don’t make any money from, we don’t look at it as business – it’s purely 
personal project.  
 55 
So, how much time do you spend on it? 
 
Marc: It depends on the week. A few hours each day in the morning, for sure.  
 
Sara: on the website. 60 
 
Marc: on the website and then a few hours each day…maybe an hour … looking 
at some other projects, whether it is pushing the books forward or, you know, 
preparing for an event so. I don’t know the exact hours, I mean, whenever we 
have some free time. But every day in the morning for a couple of hours. 65 
 
But you don’t go searching the streets for street art and take care of… 
 
Marc: Yeah we do, I mean, yeah, but.  
 70 
Sarah: That’s how it started  
 
Marc: That’s how it started, I mean. We definitely look at our city, because it is so 
rich in history and has some really good vibrant street art. And it is New York, 
which is kind of the birth place of  urban art. So, New York is very important but 75 
also, over the years we have gotten friends and people email us from cities all 
over the world, so it is now very much a global community and not just what we 
see in our streets. 
 
What is the mission of the Wooster Collective? 80 
 
Sara: To celebrate street art. 
 
Marc: Celebrate ephemeral art, yeah. It doesn’t go beyond that. I mean, 
ephemeral art is … you know… art that is ephemeral sometimes can last five 85 
minutes, last five hours, five days, five months. So, it’s eh only very recent that 
that art has been documented in the way that it is now documented. I mean, now, 
many people have digital cameras and they takes pictures all the time with their 
cell phone cameras. But for many many years, the ephemeral art wasn’t 
documented, because it was very impermanent, so with the internet and the 90 
digital cameras, there’s the ability to document it and it is very inspiring to see all 
this documented art that most people are not aware of that exist being done 
…uncommissioned, illegally..ehm..with a great spirit of creativity…and so. I think 
the mission is to move the discussion about art and artists, and not about, you 
know, classically what has been holding the discussion back, which is most often, 95 
you know, vandalism.  
 
Sara: I think the mission and what it has become is two different things. I think the 
mission is very simple, but as an output of what we started doing … we’ve 
probably become the .. ehm… voicebox for the artists, the communicators 100 
…which happened by accident and I think that is partially because we are not, we 
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don’t run galleries or museums, so, we don’t have interests that are either 
financial or for something else. But yeah, we have good communication skills, 
which many artists you know… they communicate through their art and not in 
other ways. So that’s probably been an output that we are seen as a … 105 
communication vehicle … ehm and a platform for issues to be discussed and you 
know… a place where people can go and get inspired.  
 
So, but how did this great interest in street art develop, I mean… 
 110 
Marc: From our neighbourhood. 
 
Sara: Inspired by accident (laughing). Well, I mean we grew up with art in our 
families and our parents were … we were surrounded by art and very 
appreciative of art just in general and… so I think we were open to it. And then 115 
we are both very passionate about living downtown…and being in downtown 
New York and… sort of our neighbourhood and… when we got Hudson, the dog, 
she needed to be walked a lot. And sort of in walking the dog where you’re not 
going anywhere, just going, ehm you tend to look around and notice things and 
that converged with Marc had a trip to Japan where he got a digital camera, one 120 
of the first Sony digital cameras that he brought back with him. So he was very 
eager to…he was carrying it around to take a lot of photos and then that 
converged with the emergence of the blogging technology.  So all those things 
sort of came together, at least to make the website… the website is somewhat 
generated … 125 
 
Marc: We are very passionate about New York and connected to culture of New 
York and I think if you are able to kind of not look only at going to the subway or 
looking at the shop that you look go to go buy something…but you look all over, 
you look up and you look down, you see that there’s a culture of creative people 130 
that have been putting up art in little places and once you see it, once you tap into 
it. And we did it in, I guess, 1999 – 2000, ehm it can become quite obsessive and 
then you realise that there’s a whole new layer to the city that a lot of people don’t 
see and I think that we wanted to eh…just document everything that we were 
seeing, so it started - and still is - a very personal thing. Its now, you know, it’s a 135 
very personal view.  
 
Sara: Yeah, I should say that in particular the website, Marc does all the blogging 
and his mind’s eye, his curatorial eye, so to speak, is for me and for himself, and 
started out to be very personal and hasn’t changed. Ehm… we are not trying to do 140 
the site now for the hundreds of thousands that come to it. It’s still something that I 
think we think of as … ours.  
 
What is street art to you, I mean can you try do give us some kind of d… 
 145 
Marc: It’s hard to define it. 
 
Sara: Everyone wants to define it  
(laughs) 
 150 
Marc: I think it’s probably, you know, it’s uncommissioned, illegal art, because it 
all… 
 
 185 
Sara: Outdoors 
 155 
Marc: Outdoors, so illegal in [Sara: ephemeral] commission, because if it was 
commissioned it would be public art, so it’s different. It’s beyond using just the 
aerosol can and looking at the history of lettering and graffiti that exists whilst art 
is go beyond that to use new mediums, whether it is paper, or metal for sculpture 
or projections or digital you know… things. And so I think it’s art that is 160 
ephemeral, uncommissioned that is being put by an artist on to the street to make 
a statement about, maybe the culture of the community or the need 
for…reclaiming public space. But I think definitions are very tricky – we try not to 
define it, I mean, sometimes we even think that calling the site a celebration of 
street art is a little bit… maybe no longer completely appropriate in the sense 165 
that when people are labelled by something,  they start to get concerned and. We 
see that street art is not necessarily the best name for this art, you know, maybe 
urban art is better ehm … and maybe if we had started out with that would have 
been… 
 170 
Sara: Temporary urban art  
 
But are there some things that you don’t consider street art, because at one 
point I saw on your website that you had received a lot of photos about this guy 
who painted on the pavement … 175 
 
Marc: Well, that’s… 
(laughing) 
 
Marc: No no no, so that was. We didn’t consider this street art because it was…it 180 
was not coming from the heart of wanting to make…it was commissioned, number 
one, and number two, it was overly forced in terms of it being a gimmick more 
than it being a …ehm kind of  an outgrowth of some sort of feeling about your 
connection to the city and how you think the city should be. This was no different. 
His work - Julian Beaver is the gentleman that you are mentioning - his work is no 185 
different than a circus clown on the street it wasn’t an …it didn’t feel authentic to 
me or feel pure. But you know, people have different opinions you know …I don’t 
know, maybe other people would call his work … 
 
Sara: Well, commissioned work, we would say no   190 
 
Marc: You can be a street artist and do un…commissioned work, but it is not 
street art, it’s  a mural or…So street art for us is something…now if it was a similar 
person who didn’t get the approval and just did something beautiful with chalk – 
that might be street art. But his work was too gimmicky, too formulaic, it wasn’t 195 
honest, it was not honest art. …yeah, I’m definitely not a fan of him.  
 
Do you consider street art an art form in itself, different from other art forms? 
 
Marc: Sure, yeah. Because you are using things that you could never do before. 200 
Technology now allows you to print paper very very big, ehm it allows you to 
create metal sculptures and you can fabricate things, you can make things to put 
on the street, so. 
 
 186 
Sara: Well, I was gonna say the most important thing of it is that it’s in context. So, 205 
if in 99% of the art that you see is on a white wall, only this very small piece is out 
in the city and…A lot of the street artists do site specific and really think about the 
context of where they’re putting their pieces. And there is no way you can 
replicate that. You can replicate the images, but it is not the same as the location.  
 210 
Marc: Context makes it what’s interesting. On its own it could be a nice piece of 
art, but the…Swoon is somebody who puts her pieces and her work on the street 
and also does galleries. And it’s very different. I think her gallery work is very 
beautiful, but the street work is unique for me because it’s…her work is put in 
context – the city becomes a collaborator.  215 
 
Sara: And it, even for sculptures, it evolves over time, so that ephemeral concept, 
I mean, it weathers, it changes, I was thinking that was Swoon. XXX her pieces of 
people become sort of gnarly and the paper comes of over time. So the piece 
evolves and… 220 
 
Marc: How are they gonna translate the word ‘gnarly’, I have never heard you use 
that word.  
(laughing) 
 225 
Sara: That’s like a gnarly tree, not like gnarly dude.  
 
So you are saying that the art form changes, once it moves inside? 
 
Marc: Yeah, it is just different. You know, we love it when street artists do work 230 
inside, it just a different challenge you know, some artists can really… 
 
Sara: And some artists can do it better than others. 
 
Marc: But it’s not I mean, it is not even up for us to judge I mean. It’s you know, 235 
just different, you have a different environment and some artists can really do 
quite well in both spaces. 
 
So what makes a good street artist, I mean is it possible for anybody be a street 
artist? 240 
 
Marc: Having something to say. Yeah, well, it’s not necessarily political [Sara: 
well, noo] Well, something to say is making someone smile. I mean, yeah I think 
you have to a point of view on life. You have to, it’s like any art. It’s no different I 
think. If it’s something that [Sara: moves people] yeah, but also, it can move you 245 
by just smiling, it doesn’t have to be emotional. But I think it is just something that 
you look at and it makes you think, or it makes you stop for second and it changes 
the way you see the city. 
 
Sara: We’ve had the honour of, on our walking tours, having – I call them 250 
grandmothers, coz we do have mothers’ day, but you know, people who had 
lived in the city for 20 or 30 years. And showing them their first piece of street art 
and they were so overwhelmed and so surprised at how emotional the art was 
and ehm, you know, when you see someone have that impact to a piece of art. 
You know again, you don’t necessarily see someone weeping when they are in a 255 
gallery or something like that. That’s what makes a good piece of art, you know. 
 187 
 
Marc: But there’s a lot of other things. It…commitment makes a good street artist. 
[Sara: location]  
committed you know to something…I think it shows through. So a whole bunch of 260 
things.  
 
Maybe we already touched upon this, but how do you think street art influences 
the urban space? 
 265 
Marc: For us it makes the urban space more liveable. We can say that because we 
live in that environment where there’s a lot of street art. It shows that there’s 
energy – that there’s real people living there. Too much of your cities are being 
invaded by advertising, and advertising doesn’t show life. It shows you know a 
different type of action and when cities become filled with advertising, it shuts 270 
down the creative side of the city. And often advertising can hide buildings, it can 
you know, ugly grey buildings can go up as well so. For us it makes the city fun to 
live in, it makes it exciting, coz you can notice little things, but most importantly, 
you know that people are there that are creative and expressing themselves, so. 
We feel very strongly that it adds a great deal to the city. And if you know street 275 
art, you feel that way. Lot of people that don’t know it, don’t see it for what it really 
is. If you don’t live in the urban spaces, so a mayor of the city who says that street 
art is bad for the city. He doesn’t live in the city, he doesn’t live there. We live 
here, we know the people that lives in those buildings covered with street art. It 
adds a layer of creativity that is not there in most cities, you know.  280 
 
Do you see any difference between street art forms from different cities?  
 
Marc: Yeah, I mean, the internet people covered, I mean, definitely you see that 
from South America. The street art from Brazil is very very different. Whether you 285 
can see a difference between street art from like London, well, you can, but some 
cities are very heavy on stencils, like South America – very much about stencils, 
kind of an evolution of graffiti. And then some cities are very much about stickers, 
and other cities about wheat paste, papers… 
 290 
So would you say that there’s a New York expression of some sort? 
 
Marc: There’s, well, if you think about graffiti, there sure is. For street art…ehm 
yes and no, I don’t know – if you have seen swoon’s work in Germany, whether 
you would think. I don’t know if she has a New York style. I think the internet, the 295 
web makes the world so. We see that there is not the big difference is culturally 
anymore, so… 
 
Maybe people get influenced really quickly  
 300 
Marc: Yeah South America maybe, but I don’t know. Probably not as much. 
 
Would you say that there is a street art circle of people here in the city? 
 
Marc: Of artists?  305 
 
Yeah 
 
 188 
Marc: Yeah, for sure. I mean there is a community, but it is a global community, so 
certainly there is a community.  310 
 
But not a New York community? 
 
 Marc: Yeah yeah! For sure. 
 315 
And what ties this group of people together? 
 
Marc: A mindset, a way of thinking. Group that is nervous about commoditization 
of art and creativity. Not wanting to too quickly move into a gallery world with 
white walls and guards at the door trying to check people’s, you know, or not 320 
check them but you know the formal Chelsea gallery experience. And I think, so 
they are trying to work out an aesthetic in their art and their creativity and they 
use the streets do it and they find other people that are feeling the same way. 
 
Sara: I think they’re also tied by the desire, ehm you know, either into 325 
consumerism, or the desire to take back public space and wack a place of 
gentrification. So all those things go together. Writers, neighbourhoods become 
gentrified, then more advertisers come in and more chain stores come in and a lot 
of the artists have a reaction to that and, so that’s a unifying belief in trying to 
react to those forces.  330 
 
Would you say that there are specific characteristics of a street artist - you 
mentioned that they go against maybe more mainstream – but does he act or 
dress in a specific way?  
 335 
Marc: No, people are all different types. 
 
Sara: I would say that in New York City, it is a lot more…the artists are a lot more 
highly educated than I would have assumed, so many of them have their masters 
and went to art school. Ehm, I think many of them are white males, which is true 340 
for many artists around the world. You know you don’t. And New York City is very 
diverse, so there are tons of examples of diversity, but I would say it’s probably 
not any more diverse than any other art community.  
 
Marc: I disagree with that completely. I think it is much more open and accepting.  345 
 
Sara: I wasn’t talking about people’s attitude I was talking about their 
representation.  
 
Marc: Well, there might be less women that are willing to risk or think about 350 
going to jail and getting arrested. But I know tons of women, I know tons of …of 
you know diversity and so. I don’t see that I don’t. I don’t. If you take the whole 
community – I don’t see that. As a group, no. Some of the people that would stand 
up the most might…but not the entire community.  
 355 
Would you say that the street art scene has changed, since you started… 
 
Marc: Everything involved, sure. Because some people didn’t stay committed you 
know, so it’s left only with the die hard core of people. Over the years, people 
 189 
have kind of looked at the web and tried to create an identity for themselves and 360 
died down, died out, you know fallen off. But it certainly has changed. 
 
Sara: But there’s also, I think, there’s a phase when, because of Flickr sites and 
stuff starting to proliferate, I would say that there was a sticker, and there still is a 
lot of stickers XXX reproduces inexpensive XXX, so that took off …ehm that was 365 
sort of a phase. I think there’s a phase of these artists moving into galleries and 
museums, which were just entering into globally. There’s global meet-ups, which 
never happened before. Again I think the internet XXX , so there is some other 
hallmarks.  
 370 
But has it gotten bigger would you say, I mean, you must have seen if you 
started noticing…  
 
Marc: The awareness certainly has gotten bigger. The media has now accepted 
street art much more open than they have in the past, where they haven’t been 375 
writhing about it in just one viewpoint, they now write about it as art from time to 
time.  
 
Sara: And the New York Times, when we first started this was writing articles with 
vandalism in the headlines, and now they’ve moved on from that. They may still 380 
mention vandalism, but they’ve moved on to discussing more the art.  
 
Marc: Brands have certainly co-opted more street art so that has fuelled it. The 
amount of artists is kind of apt and float, you know, now there is not that many 
artists anymore that are committed the way there was five years ago. But that’s 385 
like any art form you know. You’ll get involved and maybe you drop off.  
 
So how do you see it – how will it evolve in the future? 
 
Marc: I don’t know really. That’s what makes it kind of interesting, you don’t 390 
know. I mean there will always be people going out in streets and doing things. 
That has nothing to do with street art as a fad so to speak. But I think, you know 
cities gentrify themselves and I think that is the biggest threat to street art. It is not 
so much the police because artists are committed to do it, even if they are gonna 
get arrested. And you always hear about a crack down and it gets harder. But 395 
things don’t change that much. But gentrification stops street art and cities are 
being gentrified so quickly that if you see New York, people will say that oh well 
the police being more vigilant has lowered the amount of street art on the streets. 
It’s really not that at all, it’s that cities are gentrified and the canvases are less.  
 400 
Sara: Yeah, they’ll clean the buildings, so buff the buildings faster.  
 
Marc: But there will always be… 
 
Sara: And some of the great buildings are now being torn down.   405 
 
Marc: Yeah, I mean urban art has been around since. Urban art is in every city in 
the world with graffiti, so I don’t think it is going away.  
 
Sara: (Quietly) Well, except for Beijing (laughing). 410 
 
 190 
How do you feel about this whole commercialisation that is happening with 
street art? 
 
Marc: Depends, some things are good, done well. I mean, artists have to live and 415 
they need to evolve and if it’s a challenge you know. There’s a lot of difference 
between a kid, who is sixteen and live with his parents, he can say well I’ll never 
sell out I’ll never do anything. And then you have a an adult, who has got two kids 
and wants to be an artist and how can they not make a living doing what they are 
doing. So, we try not to judge I mean like anybody. You know we are not 420 
excepting to the point that if we see something that is just ridiculous then we wont 
say that it was silly. But in general we think that the concept of selling out is a 
stupid concept. It’s a waste of time – it’s just a, it’s not something that is realistic 
you know. I don’t think it’s fair for the artist to be criticised for … [Sara: not 
wanting to starve] not wanting to starve.   425 
 
But when the art moves into galleries – does it stop being street art once it has 
been commercialised?  
 
Marc: Yeah for sure. I mean you have a street art aesthetic maybe, but I mean is it 430 
street art? No, it’s fine art if the art is really done well. But I mean, you have a 
situation where so, you write something on a board or put a sticker. And then 
there was a period of time when you could just put that board or sticker in a room 
and that’s a gallery show. So is it a street art show? Well, it’s a street art aesthetic, 
so yes. But the artist that are gonna be fine art…are really gonna make fine 435 
art…so hopefully more and more artists will push themselves to evolve for the 
galleries. Coz if they have the opportunity to do it – if you’re an artist you should. 
Some artists don’t wanna be commoditized, they don’t wanna, the experience. But 
even artists like Swoon, who has spoken out against it, has tried to find a way to 
do it, because she wants to push herself, she wants to succeed in the art. She 440 
doesn’t wanna… 
 
Sara: And for some people, it enables them to continue to be full time artists. And 
they will continue to parallel put things out on the street. And they’ll almost have 
these dual lives, you know, these two paths. And in some cases, the imagery is 445 
very similar, and in some cases the street art imagery is much different from their 
fine art imagery.  
 
So, would you say that it actually helps the street art expression evolve – can 
street art still evolve? 450 
 
Marc: Sure, we haven’t even started, I mean you got all the technology. So street 
art, of course, if people continue to be creative then street art will always evolve 
coz people will push it to places they haven’t even gone yet. So, absolutely.  
 455 
Sara: We just did a show, Marc did a, moderated a lecture with an artists who took 
dirty walls and cleaned them to make his art. So he removed what was on there to 
create, which is sort of a reverse psychology. And he said that his pairs was like, 
there’s no, there’s never any original ideas. You know you can’t be an artist, there 
no more original ideas left. But in reality, there’s an infinity number of ideas left 460 
and people just need to tap into them. And I think as Marc said, technology will 
enable those, or something really simple like cleaning, which is fun.  
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Marc: Yeah, exactly. It’s just a mindset.  
 465 
Sara: Yeah.  
 
Well I think that covered most of our questions… 
 
Marc: Did you like the Shephard Fairey show?  470 
 
Well, I have to admit that we haven’t seen anything like it in Copenhagen – I 
mean the whole hype around it… 
 
Marc: Well, Shephard is really a master of …his work and he’s a legend in the 475 
whole thing so… 
 
Sara: I think he’s a great example of someone who began with the stickers and 
sent the stickers around the world and then it evolved to doing big murals on the 
street and now he’s selling fine art, well, he has commercial work coz he run 480 
studios that does logos and movie posters. And he has his fine art and he still puts 
work out on the street – huge images. So he is someone that I think has both 
dichotomy of, you know running inside of him.  
 
But is it normal, I mean, when we got there, there was security all over and 485 
people running around taking photographs of his art with their cameras and 
mobile phones… 
 
Marc: Well, there is not that many Shephard Faireys so. I mean you got a small 
community that…[Sara: It is his first show] can achieve something like that. I 490 
think, yes the shows can get bigger, but you have to think. I mean, not everybody 
can do that, it’s not that easy. But Shephard has grown to the point where for us – 
we weren’t surprised coz of just how much he has done and how far he has gone. 
 
Sara: And I think… One of the things we learned at the 11th Spring Street show 495 
was…ehm…and one of the great things about street art is that you can take 
pictures of it. And again in so many galleries and museums, even though some 
museums are now starting to be more flexible, you are now allowed to take 
pictures. And I think in the last five years of these Western society is about the 
digital camera and taking pictures. And you experience an event through taking 500 
the photo. 95% of the people at 11th Spring Street took pictures of every single 
image in the whole building.  
 
Marc: Also today, more and more people have blogs and Flickr sites or they 
email their friends. I mean we create a visual map of who we are by taking 505 
pictures of our lives and sharing them with people on the internet, so it’s become 
a much different thing the way to experience an event but also kind of create a 
diary of who you are and what you’ve done.  
 192 
Appendix 7: Photos of Street Art in New York  
 510 
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